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NOTE TO THE SECOND EDITION. 



The additional matter contained in the present edition 
of this manual has been as far as possible adjusted to 
the original scheme of the sections, and these remain 
the same in total number as in the former issue. The 
illustrations have been augmented and their quality 
improved. They are, for the most part, from familiar 
works of art, but the scope of the book only admits 
of a statement of the broader and more obvious truths 
about the arts of form, which are best illustrated by 
acknowledged masterpieces. 

March^ l^ioa. 
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PART I 

ART AS THE EXPRESSION OF POPULAR 
FEELINGS AND IDEALS 



INTRODUCTION 



A DECADE OF ESTHETIC LITERATURE 
§ 1. OontribntiooB to Practical ^stlietics 

In the ten years that have elapsed since the 
first publication of this manual, the various 
lepartments of artistic literature have received 
bstantial additions. In that of practical 
ithetics, the most interesting contributions to 
'hich are those furnished by artists themselves, 
le votaries of architecture are generally more 
:tive than those of the sister arts. Architects 
leet to discuss the present problems of con- 
ructive and decorative art, and the reports of 
leir gatherings often contain suggestions of 
due for artistic theory. As a more systematic 
mtribution to the subject there may be men- 
aned the first portion of Mr. H. H. Statham's 
rchiteclure for General Readers which embraces 
discussion of this art from the theoretical side.' 
Painters and sculptors, on the other hand, 
ildom indulge in any literary treatment of 
' Second edition, Londun, 1896. 
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their arts, and leave the task of elucidation to 
others. The modern literature of these arts 
consists largely in sumptuous and costly volumes 
on individual masters, the interest of which is 
mainly biographical or critical, and with these 
we are not concerned, though special note must 
be taken of the late R. A. M. Stevenson's Art 
of Velasques^ an earnest attempt to make the 
public understand what a picture really means. 
Apart from formal works, there is to be con- 
sidered the voluminous artistic literature of the 
periodical press. Though in press notices and 
critiques the personal element may be unduly 
prominent, and though we are wearied with the 
lo here ! and lo there ! which announce the 
fleeting artistic triumphs of an hour, yet there 
is a good deal in this literature that has more 
than ephemeral value. There runs through it a 
healthy recognition of the great and permanent 
qualities on which depends the higher sort of 
artistic excellence. The critic of the day has 
perforce to write of what the artists actually 
offer to the public, but it does not follow that 
he is satisfied with his theme. For the archi- 
tectural monument that relies for its effect on 
greatness and simplicity ; the marble or the 
bronze studied and subtily wrought in every line 
and on every inch of surface ; the concentrated 
reposeful picture that does not start out of its 
frame in clamorous brilliancy, there is ready a 
fair measure of appreciation. 

This undertone in current criticism corresponds 
' London, 1895. 
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RECENT ADVANCE IN ART (^) 

real advance that the last decade has wil- 
ed not only in the domain of architecture 
but in that of the representative arts. Ten years 

) many of the younger artists who have taken 
art of painting seriously were still more or 

i outsiders, but they have now everywhere, 
Btcept at the Royal Academy of Arts, won their 
losition as representing the really artistic tenden- 
jes in the British painting of the times. At Bur- 
ington House, where for years past one or two 
lictures, not always of British origin, have ex- 
tausted the artistic interest of the galleries, the 
lecture Room and Rotunda have contained 
rvidence of the renewed youth which has come 
I the sculptor's art. Something is owed to the 
Specimens of decorative metal-work the appearance 
of which is so welcome, but the artistic impression 
now produced by this part of the yearly exhibition 
is due to the genuine efforts on the part of our 
younger sculptors to win from nature those 
{ntimate secrets of beauty that only the plastic 
Rit can reveal. 

The fact noted above, that, after all, the great 
landmarks of art remain conspicuous and honoured 
i of old, has made it needless to alter much in 
Sie discussions of practical aesthetic questions 
iontained in the first edition of this manual. The 
jbject of it as stated in the preface was 'to 
[timulate the reader's interest in the more purely 
mtistic qualities of works of art,' and in spite of 
ill the phases of 'modernite' through which the art 
of Europe and America is passing, these qualities 
Bbide in the main as they were Bxed in the 
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world's acknowledged masterpieces. The Hmita 
of this book make it impossible to follow th^ 
attractive bye-paths of modern art which are 
being opened up every day. AU that can be 
aimed at is such a re-statement of the funda- 
mental principles of the arts of form established 
in the classical ages, as may at the same tiras 
elucidate all that is most solidly artistic in the 
special methods of the moment. 

§ 2. The Bearing on .Esthetic Study of the Doctrine of 
Development. 

Passing from the subject of practical art and i 
treatment in current literature to that of theoretical 
study, we note that in the branch of the latter 
concerned with the origin and early forms of art 
fresh observations have greatly modified the con- 
clusions that passed current a decade ago. We 
are here on the territory of science, where every- 
thing is newly explored and measured, and there 
are no classical models or fundamental principles 
against which time lifts his scythe in vain. The 
modern spirit has proved so irresistible a solvent 
of a priori theories of the pre-scientific age, that it 
may easily be credited with the power of settling 
every question posed. Many may imagine that it 
is only needful to apply the ready-made categories j 
of evolutionist thought in order to solve at onceJ 
the long-standing problems of the genesis and I 
essential character of art. Starting, for example,,! 
from the earliest actual manifestations of art 1 
accessible to observation, they may expect to seel 
the organism of art unfolding itself in forms more f 
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and more elaborate in correspondence with the 
progressive complexity of civilization. As a fact 
the phenomena of art by no means answer to this 
expectation. While the essential nature of the 
artistic activity seems to have been the same at 
all epochs,' some forms of art have grown more 
ilaborate as civilization advanced and others have 
lown a corresponding impoverishment. The 
music and painting of modern date may involve 
the result of development, but can we say the 
same of monumental sculpture and architecture? 
Does not the dance of our own time represent a 
mere survival of what was once a complex and 
varied form of art? In view of these facts it is 
better for the present to keep the words ' develop- 
ment ' and ' evolution ' out of artistic literature. 
The speli that they have cast over our minds 
accounts for a very curious recent use of the 
latter word in connection with certain special 
manifestations of art. The discovery has been 
made by travellers that many ornamental patterns 
on the implements or fabrics of the modem 
savage, which used to be regarded as freely 
invented designs of a geometrical order, are 
really the highly conventionalized far-off copies 
of natural objects.' This discovery has been 

' The Utesl writer on Ibis subject. Dr. Yxji, Hirn of Helsingfora, 
whose woik will be noticed later on, believes that the 'innermost 
nature' of the artistic impulse will always remitin the same. Tit 
Origius af Art : a P^ychnUgical mid Soriolasical Inquiry, London, 
1900, p. 100. 

*Dr. von den Steinen, the explorer of Central Brsiil, noticed in a 
chiefs house a piece of bark with patterns painted on it. His first 
imptes^on was that the various zig-cags, dots, rings, rows of dia^ 
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brought before English readers in the works 
noted below,* the titles of which hardly seem to 
correspond with their contents. The modem ear 
attuned to scientific utterances is tickled when the 
phrase • Evolution in Art' occurs in the title of a 
book, but when we find that this 'evolution ' con- 
sists mainly in the gradual degeneration of por- 
trayals of natural objects into mere patterns of 
lines and blobs, our faith in the value for art of 
these magic formula is somewhat shaken. 

§ 3, Contribntiona to Artistic Tlieory &om the side of 
Anthxopolosy. 

If the current conceptions of development have 
little apparent application to art, the scientific or 
inductive method is on the other hand of the 
utmost value for the study of its phenomena. 

The Anthropologist has far more to offer us 
than a correction of our impressions of savage 
ornament. Observations of the customs and pos- 
sessions of uncivilized man, undertaken primarily 






monds and Liin,n);]es, were only ornsments neatly wroughi but 
without any ulterior significance. He asked what the patteras were 
called and was lold to his surprise the names of fi^es, birds, and 
even of articles of dress, and fbund on investigation that all the 
forms were oriEinally pictures of objects of the kind. Other investi- 
gatars have fully confirmed the trulh of the conclusion which these 
facts indicate. It may be noted however that Ihey must not be taken 
as precluding the possibility of the existence of inveDted linear 
(latLerns as a whole. These were known as we shall see in the 
Palamlithic age, UiUir din KaturvHlkerH Ztniral BrasUitns, 
Beilin, 1894, p. 356. 

■ Henry Balfour, The E-volatioH of Decorative Art, London, 1S93. 
Prof. A. C. Haddon, EvolatioH in Art as itliutraltd by Ikt ti/t- 
Histories ef Deiigiu, London, 1S95. 
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from the sociological standpoint, have brought to 
light a vast collection of facts about primitive art, 
which not only are of interest in themselves as 
showing how varied and copious are its manifes- 
tations, but cast a welcome light upon many 
fundamental questions of artistic theory. It is 
no longer possible to discuss esthetics from a 
Station on the visionary heights of the Beautiful, 
' Das Schoene Ueberhaupt ' which used to be the 
starting point of a deductive process ending in 
the concrete work of art on the artist's easel or 
modelling-stand, is now abandoned, and the 
process begins quite at the other end with some 
very crude and probably unbeautiful manifesta- 
tions of the artistic impulse among aborigines of 
central Australia. 

The chief results of this inductive study, have 
jeen summed up in the work on the^egin nings of 
jArt by jProfessor Grosselof Freiburg in Baden.'' 
In his collection of data Dr. Grosse limits himself 
) tribes in the most primitive known condition, 
those, that is, which subsist on the proceeds of 
bunting and have not entered on the agricultural 
Btage, but from this comparatively limited field he 
bas collected a varied and most instructive body 
of facts, which modify considerably views pre- 
viously current. Taking this work in conjunction 
with other more special studies in Anthropology 
and the life of animals, we may notice here one or 
two of the principal points in which recent study 
has led to a reconsideration of orthodox dogma. 

Die- AHfitHgi dcr KunsC, Freiburu i. B. und Leipiig, 1894 
lAmerioui Translation, TUi BfginiiiiS' of An, New Voik, 1897J. 
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§ 4. The Doctrine of ttie Freedom of Art is a Ni 
Ugbt. 

Amidst the cross-currents of opinion that have 
complicated esthetic discussion / there is one 
doctrine in which writers of all the different 
schools have agreed, and this is the doctrine of 
the freedom or independence of art ' Meta- 
physicians as well as Psychologists, Hegelians as 
well as Darwinians, all agree in declaring that a 
work, or performance, which can be proved to 
serve any utilitarian, non-jesthetic object must 
not be considered as a genuine work of art. 
True art has its own law in itself, and rejects, 
every extraneous purpose ; that is the doctrinej 
which, with more or less explicitness, has been 
stated by Kant, Schiller, Spencer, Hennequiti, 
Grosse, Grant Allen, and others. And popular 
opinion agrees in this respect with the conclusions 
of science.'^ Grosse, who states that 'the sesthetJc 
faculty is not engaged in for an end lying outside 
itself but is its own end,' and ' is opposed as the 
exact opposite to practical activity which always 
serves some end outside itself," asks nevertheless 
the pertinent question how it happens that the 
races lowest in the scale of civilization, among 
whom the struggle^ for existence is hardest, are 
able and willing to consecrate so much energy to 
this useless pursuit. ' Even the most primitive 
and poverty-stricken tribes,' he points out, 'devote 
3 great part of their time and strength to art — to 
that art which civilized nations are coming more 

' Him, Tit Origins of Art, p. 7. 
* Die Anfimgc der Kunst , p. 46. 
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and more to regard from the height of their 
practical and scientific attainments as an idle 
pastime.'* If this last were the character of art 
among savages, it is inconceivable that the tribes 
who thus waste their time and strength should 
not disappear before more practical rivals. Dr. 
Grosse solves the problem by an interesting 
demonstration showing that in all the arts prac- 
tised by man in the primitive stage of culture 
there is a secondary practical value over and above 
the direct a;sthetic stimulus and satisfaction. 

The loving manipulation of the weapon or 
implement in the processes of balancing, smoothing 
and polishing adds to its efficiency, while the 
more direct artistic effort in the form of ornament 
stamps it as its owner's property, or by a totem- 
mark secures some magic efficacy and at any rate 
links the holder, for common work, with his 
tribesmen of the same insignia. The adornment 
of the person is dynamic in the various relations 
of life. As enhancing the personality it is of 
practical moment, not only as giving prominence 
in joint operations, but as favouring success in 
courtship and war. The dance, which is service- 
able to the individual both as bodily training and 
as drill, is of the highest social value, involving 
the common activity of a large body of per- 
formers, it implies continued practice and discipline 
which are potent in forming a compact com- 
munity out of scattered and isolated units. 

It would appear, therefore, that art among 
savages, far from being a mere pastime or 

'/iii/. p, 298. 
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ministering to supposed aesthetic sensibilities, is 
really a practical necessity, if not of life, at any 
rate of racial development and progress, and the 
question is at once forced upon us What is the 
bearing of these facts on the doctrine of the 
freedom and independence of art. 

This doctrine was formed upon the data 
furnished by the arts in the civilized modern 
world, at a time when the facts of savage art 
were not yet subjects of scientific study. The 
data in question, however, were not in this respect 
essentially different from those now furnished by 
the ethnologist Civilized art in modern times 
'has its own relation to the practical side of life 
and its own forms of constraint. It is pursued 
habitually as a profession by those who make 
their living from it. In certain forms of it, such 
as the decorative sculpture and painting on a 
public building, its theme, extent and artistic 
character are prescribed. The architect works 
under a still severer constraint, and is compelled 
to curb his artistic flights within limits set for 
him by external powers. 

Now, as an actual fact, the doctrine of the 
freedom of art was established by thinkers 
of the last two centuries who were all perfectly 
well aware of these truths, but did not regard 
them as vitiating their theory. They held that 
these outward conditions of financial pressure, 
this ordering of the task, were not of the essence 
of the matter, and that the creative energy of 
the artist was not deprived by them of its 
spontaneity and freedom. Modern experience 
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shows that the art which from accidental causes 
is freed from these restraints is no better, no 
more artistic, than that which feels all the force 
they can exercise. Certain artists, Titian for 
one, have been even sordidly anxious about their 
pay, while others, for example Tintoretto, were 
supremely indifferent to anything save the work 
itself, but was Titian less the artist than his 
younger rival? In the buildings of the great 
French exhibition of i goo the designers of many 
of the pavilions and entrances were able to create 
in freedom, and as a result they perpetrated 
monstrosities ; while the architect of the Petit 
Palais, who had the limits of his task marked 
out for him, produced one of the masterpieces 
of modern art. The psychology of artistic 
creation is a complex subject, and without enter- 
ing upon it we may point to the belief, which 
artists themselves will endorse, that fixed limits, 
a certain pressure of constraint, even the iron 
hand of necessity, may sometimes really stimulate 
the powers and wing the flight of artistic creation. 
Go and discourse on the ' freedom of art ' to 
a painter who lives by his work, and who is 
struggling to finish for sending-in day a picture 
on the sale of which he has counted during all 
the months of winter! He may retort on you 
that art is a bitter slavery, but yet all the time 
he and everyone else who knows what art is are 
perfectly aware that in the actual work the sense 
of constraint disappears, the forms and colours 
and manner of the brush-strokes come to the 
mind as fresh as if they were fairy gifts. The art 
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. of the piece, so far as it is truly artistic, is 
■. from beginning to end free creation. There are 
of course cases in which the external pressure 
and resultant mental strain are too great and 
the healthy working of the artistic powers is 
hindered ; cases too in which production is carried 
on in a mechanical and lifeless way, as is the 
fashion of 'pot boilers'; but the worker himself 
is perfectly conscious of the fact that his life 
as artist is for the time being suspended. It 
is not that his art has ceased to be free, it has 
ceased for the time to be in the true sense art 
at all. In examining on a subsequent page the 
actual artistic activity of primitive man we shall 
discern the same element of freedom that is 
constant in the art-work of the modern. Hence 
I the doctrine of the freedom of art, when rightly 
I comprehended, stands exactly where it stood. 
No essential modification need be made in it 
as a consequence of modern researches. 

f Play, Art, 

An important branch of the theory of the origins 
of art is concerned with the nature of play and 
the relation of play to art. Ten years ago the 
current theory of play was that which, started by 
an obiter dictum of Kant to the effect that ' Art 
compared with labour may be considered as 
play,' ^ was developed by the poet Schiller in his 
interesting letters on the Esthetic Education of 

1 Quoted from Professor Knight, The Philosophy of the BtoMliful, 
Loodon, iSgi, p. 62. 
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Man^ and established on grounds of physiology and 
psychology by Herbert Spencer.- The publication 
in i8g6-g of the two works by Professor Groos, of 
the University of Basel, on the Play of Animals^ 
and the Play of Men* has completely revolutionized 
opinion on the subject. Both Schiller and Herbert 
Spencer have explained play, alike in animals and 
men, as the spontaneous discharge of an overplus 
of nervous energy that, having at the moment no 
practical function to serve, works itself off in simu- 
lated action. Through habitual use in the neces- 
sary actions of life, the animal powers become 
developed so as to be always ready to answer to 
ihe accustomed strain. This same habitual use 
produces also a sort of expectation of and even 
impatience for the strain, and if the demand be 
not made there is an accumulation of superfluous 
energy which is ready to respond to the slightest 
stimulus. When there is no real stimulus at 
hand — none of the serious business on which the 
activities of the particular power generally depend 
— then 'a simulation of those activities is easily 
fallen into, when circumstances offer it in place of 
the real activities, . . . Play is ... an artificial 
exercise of powers which, in default of their natural 
exercise, become so ready to discharge that they 

' Scfaillei's Sammitickt SchriflcH, ed. Goedeke, Stuttgart, 1867, etc , 
rtieil I., p. 374 ff. (English translation by Weiiis, London, 1S45). 

' Principles afPiyckelogy, Part ix. , chapter ix., jEsthctic Sentiiaents. 

"DieSfitledcrTMerciena, 1896 (American translation. Tit Flay 
y Anipiats, London, tSgS). 

'Die SpieU der Mtnschm, Jena, 1899 (American ttanslation, Th* 
fkyofMan. New York, J901). 
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relieve themselves by simulated actions in place of 
real actions. ' ^ 

The tendertcy of this account of play is to 
make its activities posterior to, and, as it were, 
mere echoes of, activities of the practical kind. 
The conclusions to which Professor Groos has come 
exhibit play as a far more serious and necessary 
element in life than it has hitherto been reckoned. 
Play is in his view the instinctive performance 
by the young of every creature of the bodily and 
mental acts which will be necessary to it in the 
serious business of after life. It is not a repeti- 
tion of these acts but a preparation for them, a 
needful practice and training of the powers for later 
use. Such play is forced upon the young creature 
■ by inherited instinct. The little girl does not 
play with her doll because she has had to nurse 
babies and feels the want of the accustomed 
occupation and interest, but because she is a 
descendant of innumerable mothers, and in the 
normal order of things will have herself to be a 
mother in her turn. The kitten pursues the 
rolling ball of worsted long before she has fleshed 
her maiden claws on her first mouse. It is not 
the hunts of the past but of the future that urge 
her to the mimic chase. So powerful is this 
instinct that, far from waiting till there is an 
accumulation of surplus energy ready for dis- 
charge, it forces the already wearied creature to 
renewed activity. A retriever may be tired out 
with a long run after his mistress's bicycle, but 
when they come home by the lake in the park, 
' Herbert Spencer, Le. 
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if she shy a. bit of stick into the water, however 
weary he is he will plunge in after it and bring it 
to her feet. Dr. Groos even makes the suggestive 
remark that in the economy of nature the creature 
does not play because it is young but is young 
because it has to play — that the provision of a 
season of youth gives it an opportunity to play, 
and in playing to develop the powers on which in 
maturity existence and nutriment depend. 

The close connection of art with play, 
emphasized in the first edition of this Manual, 
has been, since the time at least of Schiller, a 
commonplace. The poet's theory of play already 
referred to passes insensibly into a theory of art, 
and Herbert Spencer's treatment of the same 
theme is placed in the chapter on the iesthetic 
sentiments. It is understood that the studies of 
play by Professor Groos are only preliminary to 
a treatment of the philosophy of art Though 
there is this obvious connection, there are charac- 
teristic differences between the two which will be 
dealt with on a succeeding page. A good deal how- 
ever that may be said with truth about play applies 
equally to art, and the view of play just noticed 
corresponds to the conception of primitive art, 
which vindicates for It a serious even a vital 
relation to the practical business of life. 

An examination of the zvori of primitive 
peoples leads to a result almost as striking as 
the analysis of their //ay. In the modern system 
of ideas in which we have grown up, work and 
play are polar oppo sites, and it is somewhat 
startling to be told that ' in the early days of the 
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development of human civilization work and play 
cannot be separated.' In the book from which 
these words are taken ^ Professor Biicher points 
out the difficulty which the temperament of the 
savage puts in the way of the continuous work we 
are accustomed to. He can only do such work by 
turning work into play with the aid of rhythmical 
chants which accompany and lighten the labour. 
Still more salutary is this artistic aid to labour in 
cases where the combined efforts of a number of 
workers are necessary. Here the regulation by 
measure of the joint movements is absolutely 
essential to any effective operations, while the 
contagious excitement communicated by the com- 
mon vocal and muscular expression carries labour 
up into the ideal region of art. ■■ 

Among primitive peoples, accordingly, th^l 
activities of play, of art, and of serious business 
are not distinct, but in a sense interpenetrate, so 
that something of the ^-lan and freshness of the 
two former is carried into the latter more prosaic 
goings-on, while on the other side life yokes to 
her car of progress these gracious agencies, which 
are made, without their consciousness, to labour for i 
the solid advancement of the race. 

From this altered standpoint we can see how t 
correct certain unsatisfactory features in the Spen- 
cerian treatment of aesthetics. Both Schiller and 
his English follower give to art, if not to play, a 
high spiritual rank, ' What is man,' asks the 
former ' before beauty draws out in him the capa- 

'K. Biicher, Arbeil uttd Rkylhmus, 2" Aufl., Leifuig, 18 99, 
p. S50. JH 
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city for free enjoyment and the serene Form tames 
the wildness of life,' and again, ' Man only plays 
when in the full meaning of the term he is Man, 
and he is only completely Man when he plays,' 
while Herbert Spencer says that ' the higher but 
less essential powers as well as the lower but more 
essential powers . . . have activities that are carried 
on for the sake of the immediate gratifications de- 
rived, without reference to ulterior benefits; and to 
such higher powers esthetic products yield these 
substituted activities as games yield them to various 
lower powers/ ^ And yet we are taught at the 
same time that the energy which results in the 
play wherein man reaches his full human develop- 
ment, and which ministers to the higher human 
powers, is only a kind of effervescence of the 
nature, the throwing-off of a force that after being 
for a time pent-up is now allowed harmlessly to 
ran to waste. The considerations just brought 
before the reader point to a far worthier conception 
of the relation of art to the higher life of men. 
It is not the mere froth on the top of the foaming 
wine that is dissipated into air, but rather the very 
spirit of the grape that rises in airy globes from 
the amber depths, 

'Tasting of Flora and the country -green, 
Dance, and Provencal song, and sun-burnt mirth.' 

In other words art is given out rather from the 
depths of the nature of man than merely from off 
its surface. Without losing its spontaneity it gives 
exercise to, and in exercising expresses, the whole 

' PrineipUs of Pjiychology. Pari ix. ch. ix, 
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nature, and serves in the picturesque phrase of 
Guyau as ' une gymnastique de I'esprit.' ^ 

§6. Tlie exalted importance of Art as an element in 
Human Life. 

It will thus be seen that the tendency of the 
newer results of speculation on these subjects has 
been to exalt the importance of art as an element 
in human life. It is true that no higher place 
could ever be claimed for it than was accorded by 
thinkers like Schelling in the great philosophic 
age of a century ago. The arguments based on 
the anthropological studies of the end of the 
nineteenth century are on a different plane 
from the idealistic speculation of its early decades, 
but the result on aesthetic theory has been the 

In this connection may be noticed a significant 
change of opinion upon the question of the 
iEsthetic sense in animals. It is now generally 
acknowledged that aesthetic feelings, like those of 
an ethical character, are the prerogative of man 
alone.^ In any discussion of the origins of art, 
animals cannot be ignored. In excited move- 
ments and cries or melodious notes, in brilliant 
colours and pride of port, in a love of what is 
showy and glittering, in elaborate constructions, 
they act and produce in a fashion that at any rate 
reminds us of the artistic activities of men. In 

'^ Les problima dc V EUhM^iue Contcmporiune, ParLs, 1884, p, 10. 

''''Thnugh animals may be incidentally auracted by beautiful 
objects they have no K'.thetic sense of beauty.' Prof. Lloyd Morgan, 
Animal Life and iHiclligrrue, London, 1890-1, p. 413. 
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the first edition of this Manual there was pointed 
out one essential difference between these animal 
performances and human art, in that the former 
lack the element of Order, as manifested in 
rhythm or proportion, without which art cannot 
exist. Naturalists now go further and reject the 
view, to which the language of Darwin seemed to 
lend colour, that the females of animals, especially 
birds, exercise sesthetic choice at pairing time in 
favour of the most beautifully marked suitors. It 
is the custom now to regard these secondary 
marks of sex, often more gaudy than pleasing, 
which are actively flaunted before the hen in pre- 
niiptial performances, as a striking display in- 
tended to impress the female with the sex and 
the ardour of the wooer, rather than as an 
exhibition of what is specifically beautiful. 

§ 7. Recent Speculation as to the nature of tlie 
Artiatic Impulse in Man. 

Up to this point we have been concerned with 
historical inferences drawn from objective facts 
scientifically observed and grouped, that have 
resulted in new views upon the conditions and 
oi^anization of the life of primitive man. On the 
subjective or psychological side as well as on that 
of sociology the question of the origin and early 
forms of art has given rise to a good deal of 
discussion, The nature of the artistic impulse in 
man. and the relation of this to his other feelings 
and powers, have been the problems set, and these 
have been dealt with in various treatises, among 
which may be mentioned those of Mr. Henry R. 
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Marshall of New York.^ There is an effort herel 
to get back to the real beginning of ^sthetiefl 
activities by connecting them with the most 
elementary feelings of our nature. The author 
claims that '^Esthetics may be properly looked 
upon as a special branch of the broader science of 
pleasure and pain,' that it is ' a branch of hedonics 
or the science of pleasure.' In defining the kind 
of pleasure coincident with the activities of art, ■ 
Mr. Marshall finds that the reflex satisfaction tolfl 
ourselves arises from the pleasing of others. Th«^ 
art impulse he defines as ' the tendency to do ' 
blindly what shall attract by pleasing,'' That 
this explanation hardly covers a!! the cases in 
point will appear as we proceed ; it is noticed 
here as typical of many suggestions of the kind 
that aim at fixing the special characteristics of 
the pleasure which ex hypothesi the free activittj 
-of art must afford. 

The latest and by far the most elaborate adi 
most satisfactory work in this field is that b~ 
Dr. Yrjo Hirn, of the University of Finland, 
already referred to.^ Dr. Hirn begins with a 
psychological study of human feelings, from the ( 
mass of which he distinguishes those that ass 

' /itiii, PUasHTC and jEsthttics, an Essay coitceming Ihi Psycitf 
lagy of Pain and Pleasure, viilh special r^ereiue l» /Eslhetism 
Landan, 1S94. 

Msiktiic Principles, New Yorlt, 1895. 

*Pain, etc., pp. 112, 347, 104. 

' The Origins af Art : A Psychological and Seriahgical /nfHtm 
by Ycjo Him, leclurcr on j^slhetic and Modern Lileralure at IT 
Unii^rsily of Kinland, llelsingfor*!. London, 1900. 
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at the birth of art, and proceeds, in chapters 
of a more sociological kind, to exhibit the working 
of the artistic impulse under the influence of 
the various motives and demands operative in 
early communities. The book is distinguished 
from the majority of the psychological studies 
of art by the attention given to the subject 
of artistic form, on which there are some good 
remarks in the chapter on ' Art the Reliever.' 
As a rule, in the branch of aesthetic literature 
under notice, more attention has been paid to 
the analysis of the motive power or impulse 
to expression, which furnishes as it were the 
raw materia) of art, than to the action of the 
human intelligence in giving form to the resulting 
product 

This last offers, however, a fruitful field of 
study. The fundamental distinction between play 
and art, for example, is to be found in the 
(act that the activity of play, as being essenti- 
ally exercise, has no special form or limit, whereas 
the artistic activity is always controlled by 
measure. It is not enough to see, with Professor 
Groos, that art differs from play in its ethical 
lontent, and its relation to truth,' or with Dr. 
Ti, that art is distinct from play in that in 
former ' something is made and something 
wrvives.' " The point to be emphasized is that 
what is made and survives is envisaged as a 
unity) and only becomes a work of art in virtue 
'Zfje SpieU dtr AtemcheH, Theoric des Spielcs, der aeslhetische 
I Stmdpunkt, p. 507. 
^Ch'i^m, elc, p, sg. 
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of its distinctness of form, whether this appears 
in the arts of movement as rhythm, or in those 
of rest as proportion or composition. 

Lastly, it may be noticed that the psychologists 
seem all so far dominated by sociological ideas 
as to insist on art as essentially a social function, i 
It is noteworthy that Grosse, who writes avowedly J 
from the sociological standpoint, admits that! 
' one cannot say that icsthetic production pro- 
ceeds only from the intention of affecting others,'^ 
but Hirn commits himself to the statement that 
'art is in its innermost nature a social activity.'^ 
It is difficult to see how a conclusion of the kind 
can be arrived at by psychologists, who base 
art on the phenomena of feeling and pleasure, 
which belong essentially to the individual. This 
question will be touched upon from the stand- 
point of the objective facts of art on a later pagi 

' At^Hgt, p. 47. ^ Origitis. p. 74. 
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% 8. Istentios and Flan of the Work 

The present work is designed to deal with the 
arts of form, in the shape of the so-called fine arts 
of Architecture, Sculpture and Painting, the sub- 
ject of the decorative or industrial arts being 
omitted from consideration. The book is not 
intended to furnish outlines of the history of the 
arts, nor is it a technical manual ; its aim is rather 
to discuss briefly and in a simple manner some of 
the more important facts and laws of artistic 
production, which should be familiar alike to the 
historical student of art and to the practical 
worker. 

The subject falls into three main divisions. In 
the first Part, art is exhibited as a product of 
human nature, born before civilization, but nurtured 
by civilization to fuller growth. The second 
contains some general discussion of the conditions 
of artistic effect, and in the third certain points 
connected with the three great arts of form are 
selected for treatment, the aim being rather 
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furnish a basis for intelligent art criticism, than td 
discuss systematic sesthetics. The object 
practical one, and will have been attained if th< 
reader's interest be stimulated in the more [ 
artistic qualities of works of art. These qualities 
are apt sometimes to be neglected for matters c 
ethical and historical moment, with which 
student and critic of art is not directly concerne( 
but it is clear that there can be no advance i 
public comprehension of art on its artistic side^ 
unless attention is directed more strictly to I 
points of treatment essential to artistic expi 
and less to side-issues, however attractive thes 
may be for literary discussion. 

S 9. Ttte Eatliest Activities which lead on to Art. 

The first task before us is to gain some know 
ledge of the nature of the artistic activity in mai 
and for this purpose we will pass in review som 
of the earliest or most primitive manifestations c 
art, or at any rate of those movements of actioi 
and production that pass ultimately into art 

The search for these manifestations carries 
back to a remote, though not the remotest, ep 
of human history. The very earliest relics of r 
in the so-called 'drift' period exhibit no distiri 
traces of artistic activity, though at the same tim 
they give us no evidence that precludes 
existence. Artistic products of great interes 
have however come down to us from epochs t 
remoteness of which is measured by tens 
thousands of years, while in the actual woi 
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^n>f to-day there are forms of art which flourish 

^■Bmong the very poorest and most ' primitive ' ' 

^peoples. 

r Which of the activities in question are the 
earliest it is fruitless to inquire, but as elementary 

' as any others are personal adornment and the 
dance and song. In the inland caves of western 
France, inhabited by mankind in the age of the 
mammoth, have been found collections of perforated 
;ea-shelis that must have been imported and used 
for the adornment of the person.^ The motive for 
ihe decoration is a matter for inquiiy, but a useful 
hint is given by the fact that there have been also 
found under similar conditions, perforated in the 

II same way for suspension, the teeth of various 
animals. This suggests that the spoils of con- 
quered and slain beasts were worn on the person 
as a token of triumph, and gives colour to the 
hypothesis of Herbert Spencer that the trophy 
was the first form of persona! adornment.^ 
Starting from beginnings such as these, we find 
the practice of decorating the person carried 
among primitive peoples to quite extraordinary 
lengths, so that ' it is scarcely too much to say 
that among savages no demand of practical life 
involves such lengthy and painstaking preparations 
as the art of bodily adornment, including the 

' Ptimitivc, thaL h, in cumpaiisoc with the civilized races of 
mudem Europe, but not strictly speaking ' primitive ' when compared 
i-g. with the pre-historic cive-dwellers. The bearing of this 
dislinttion will be explained on a later pa£e. 

"The 'finds' in the*e caves ate described and figured by MM. 
Lailel and Christy in Religuia Aquitamac, London, 1S65, etc. 

' Prinaple! of Sacinlogy, Ceremonial Institutions, chapter ii. 
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arrangement of the hair, the painting of the ski!i| 
tattooing, and the provision of numberless kntckx 
knacks with which they deck their Hmbs." 

With respect to the adornment of the implemeol 
or weapon, Professor Grosse brings evidence ! 
show that among the most primitive peoples i 
present existing this is far less advanced thai 
personal decoration.*^ In the nature of thing 
however this might be a very early activity, fo 
the implement has to be fashioned carefully bj 
hand, and the addition of ornament is technically 
a simple matter. As a fact, among the cave 
dwellers, as we shall presently see, this form 
art was highly developed, so there is no groum 
for considering it essentially later than the adorn 
ment of the person. Here too the motive of thi 
work is a matter for separate inquiry. 

The dance is the characteristic art of the moden 
savage. ' There is scarcely any fact in the life < 
primitive peoples that is better established thai 
the universal prevalence, the constant and perse 
vering exercise of the dance.' ^ These dances, the 
most elaborate of which, the so-called ' corroborri 
of the Australian natives, are pictured in a gooi 
description which Grosse has borrowed for 1 
chapter on the subject,' are of two kinds callei 
by him ' gymnastic ' and ' mimetic' As we fin^ 
them now they are far too complicated to 
called primitive, but there is one trait about theiq 
that suggests the early forms in which they maj 

' BUcher, ArbiHl und Rhytkmus. p. 15. 

^ Die Atifdnge der Kuasl, p. MI. ' BOcher, ibid. p. 19. 

*Anfkiigc, vui Capitel, Dei Tnni. 
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^■jave begun. Some savages are described as 
^■pntinumg the movements of the dance, when 
^■once started, in so indefatigable a fashion that 
' ihey will actually go on till they drop.' The 
mere physical exercise has intense fascination for 
them, and this points to the view that mere move- 
ment is the initial stage — that the caper or the 
fling, with a free play of the limbs, precedes the 
measured movements of the dance. Similarly 
the music or noise which always accompanies 
the dance ^ may originate in the whoop or holloa 
that gives exercise to the vocal organs. The 
initial activity that leads on to the human dance 
may thus be illustrated by the energetic muscular 
movements of the youth and of his dog when 
they take their morning run together, and in the 
hearty ring of their voices in the shout and in 
the bark with which they answer each other 
through the frosty air. 

The beginnings of painting and sculpture, in 
the arts of drawing or modelling or carving a 
representation of a natural object, we should 
hardly expect to find at the most remote epochs, 
for they imply a considerable mental capacity. 

In order to copy a thing it is necessary to 
isolate it from other objects, to concentrate the 
attention upon it and repeatedly to compare it 
with the imitation — processes that are by no 
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i'Erachoptung ibter Kraftc, ofc his die 
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' ' There is no dance wiiliout musii 
f I^imilh'e MuHc, London , i Sg j, p. 293. 
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means primitive, and this applies still more to the 
act of externalizing a mental picture or remini 
scence when there is no original actually present i 

As a fact, however, the remote pre-historli 
epoch of the palaeolithic cave-dwellers of France 
has furnished examples of these forms of art 1 
are not mere first attempts, but give evidence < 
extraordinary taste and skill. They are mostlji'l 
in the form of graphic or plastic delineations of* 
animals of various species including birds and 
fishes ; and these are sometimes mere portraits, but 
at other times decoratively treated representations 
in which natural shapes are conventionalized for 
an artistic purpose. 

Plate I shows some characteristic examples, 
from casts of originals which are to be seen in the 
Museum of St. Germain near Paris. At the top . 
is a piece of mammoth tusk on which is incisec 
a sketch of a mammoth, that must have 1 
executed by some one who had seen this 
extinct creature at the time when he was 
denizen of Western France, perhaps some fift 
thousand years ago. The mammoth was a gres 
elephant with a shaggy coat, and his characteristi 
are given with much spirit in the sketch.* 
see his huge curved tusks at the left 
extremity of the fragment, his trunk let dw 

' The lines on the cast have been reinforced wilh pigment J 
make them show in the reduced photi^rap)). There \s 
gf dubiety about these lines, which are plainly visible and ri 
under a majrnifying glass the fact that they have been si 
by hand with the aid of a sharp point, probably of a knife of fli 
They have in fact a sort of 'hurt' like that of a dty-pqinMtoeHJ 
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if he were in the act of drinking, his lofty 

irehead, his h'ttle eye. There are the foreleg 

id the outlines of the body even to the tail ; and, 

ive all, the long hair upon his breast and body, 

Fhich marks the species off from the smooth- 

;inned elephants of the modern world. 

The lowest object on the plate is a compara- 

ively clumsy attempt to render the same creature 

sculpture, the tusks being massed with the pro- 

;ting trunk and the four legs drawn together at 

le feet, the tail whisking up over the back. 

Between the above is shown what is one of the 

lost remarkable works of art in the world. It is 

dagger of reindeer horn, the hilt of which is 

■med by a figure of the reindeer itself, with its 

fore legs doubled up under its body and the hind 

tq;s stretched out to join, the hilt to the blade. 

The head is thrown back and the horns lie along 

file back so as to mass like the forelegs with the 

Inink.' Here is a good deal more than a mere 

portrait of a reindeer, for the natural shape is 

modified to suit the decorative purpose, the form of 

ihe animal coming ultimately into the figure of a 

rary serviceable hilt. This, which is only the best 

a number of similar objects, gives quite sufficient 

iroof that the decoration of implements is a very 

x]y foFm of the artistic activity of man. Independ- 

it of this decorative use of animal forms, there have 

been found implements of bone adorned with 



'MM. Lailel and Christy, when they published Ihe piece 1 
e AreMJolpgiqw for 1S64, suggested il viss only an unfin 
h. The original shows more del^ Ihan can be seen ir 

wlagntph. 
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dots, zig-zags and diamonds in simple geometrical 
patterns in relief. These certainly did not come 
into being like many similar patterns among ■ 
modern savages through a progressive degenera-d 
tion in the representations of natural objectS-S 
(Introduction, p, 5 J. The existence at the same ' 
time of purely naturalistic work in such abundance, 
and the absence of examples showing any of the 
stages of degeneration, preclude this hypothesis, 
and we must take the ornaments as freely invented 
linear forms. 

It has been aptly remarked by Grosse ' that the 
excellence of this work considered as the skilful 
representation of nature, though at first sight it 
seems something marvellous, may be explained in ■ 
part from the conditions under which it was pro-1 
duced. The carvings and sketches are the work* 
of hunters, and their excellence is the result of 
those powers of keen and accurate observation 
and that skill of band which are developed by the 
hunter's mode of life. That the .subjects of the 
representation are animals follows from the fact 
that it is upon the beasts of the forest and the 
scaly denizens of the streams that the interest and 
faculties of the hunter and fisher are concentrated. 
It is however one thing to suggest why these 
representations of nature have been made so spirite 
and lifelike, and it is quite another to give a reasc 
why they should have been made at all, A 1 
ment's speculation may be indulged in as to t 
genesis of this form of production. 

A very plausible theory finds the preliminaq 
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stages of the graphic art in gesture. Nothing is 
more natural than to accompany the contemplation 
of some object of interest in motion by corre- 
sponding movements. The action of the younger 
Mr. Welier's tongue, in sympathy with the pot- 
hooks he was laboriously forming on the notepaper 
beneath, is in this sense typical. The same thing 
may occur in the case of an object of interest at rest, 
and it is quite conceivable that the drawing of the 
mammoth had the foilowing origin. An experi- 
enced hunter points out to his son in the distance 
a specimen of the big game of the district, now 
perhaps, owing to the change of climate, already 
becoming scarce. He calls his attention to the 
most characteristic features of the beast, his curved 
tusks, his trunk, the shaggy hair upon his breast, 
and with the forefinger describes in the air or on 
the palm of the other hand the contours of the 
perhaps not clearly discernible forms. Von den 
Steinen tells us' that in Central Brazil the native 
who wishes to convey to another the idea of an 
animal imitates its cry with his voice, and at the 
same time describes any characteristic feature of 
the beast with his finger in the air. If this is not 
enough he draws with a stick upon the earth or in 
the sand. To sketch with the ready point of the 
flint dagger upon some smooth surface, so that the 
lines will be permanent, marks a distinct but easily 
conceivable advance, and when the object thus 
drawn on is portable, so that it can be carried 
about and exhibited, the work, as will be presently 
seen, assumes a new character. In the case before 
' Vnttr dm NtUurvolktrti Zftilrel Brasiliens, p. 243. 
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us the drawing seems to have been done rathi 
from memory than from the life, and may haJ 
been executed in the cave for the benefit of t 
home-keeping members of the family, for tbi 
materia! is not something picked up hap-hazard i 
the field, but a portion of mammoth tusk, perhapj 
of the very creature itself whose downfall ' 
picture may be meant to celebrate. 

An origin of the same kind for plastic reprq 
duction may not be so easy to see, but hei 
we have as a preliminary the habit of producinj 
solid forms of desired shape in the fabricattof 
of weapons and implements, and we have also 
the fact that, as we see every day, natural objects 
such as stones or gnarled trunks or bones often 
suggest a likeness to something in the animal 
creation, and would almost force the hand, already 
trained in chipping a hard material into shape, 
to bring the likeness out more clearly.' From 
this point of view there is more to lead up to 
the plastic than the graphic representation, for 
the imitative sketch involves a new technique. 
A plastic form may conceivably perpetuate a 
gesture, and we have illustrations of this before 
us when we take a country walk. No gesture 
is more familiar than that of pointing out the 
way. Peasant folks constantly use it to set the 
belated traveller on his coursi^. The plastic repre- 
sentation of a hand with finger outstretched is 
a common finish to the arm of the 

' Some of the plastic represenlations of animals in ihe 
the caves sfem la have had this origin, t.g. Xeli^uur Aqtdlatti 
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iMgn-post and we may regard it, if we like, as 
pie of the ' origins ' of the art of sculpture. 

g 10. BelatioQ of tbe foregoine to current Theories 
of the Artistic Impulse. 

So far there have been noticed examples of 
arly activities in the fields that become in time 
nose of decoration, of the dance and music, of 
lainting and of sculpture. Is there anything 
strictly artistic about them and have they any 
element in common? The primary motive of 
tersonal adornment, as suggested by the hanging 
f trophies round the victor's limbs, may be indi- 
pdua) distinction ; that of the dance and song 
f mere physical discharge of stored-up energy ; 
Biat of the simple linear pattern on the imple- 
ment half-aimless 'whittling' with the idle knife; 
ihat of painting and sculpture the wish to 
convey information- Can we bring all these vari- 
ously-motived activities under any one of the 
rinciples which have been suggested for the 
xplanation of the artistic impulse? Some one 
r other of these principles is illustrated by each 
" them, but what we need is to find a single 
Hinciple that will apply to all. Thus the older 
>ctrine, that art in all its forms represents a 
r disinterested yearning after the beautiful, may 
apply to decoration but not to delineatory draw- 
ing, for, as von den Steinen observes, among 
^primitive peoples drawing, like gesture, is used 
^Up convey information and not to portray what 
^Ks Joeautiful.' The desire to ' attract by pleasing ' 

^H ' Uultr den Nalui-vHIHrn, p I43. 
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which is Mr. Henry R. Marshall's explanation 
of the artistic impulse' will not account for 
the initial activity of the dance and song, nor 
will it fit in with the fact that a whole depart- 
ment of personal decoration among savages, 
called by the Germans ' Schreckschmuck,' has foi 
its object to terrify opponents and not to con- 
ciliate the well-disposed.^ The Spencerian view 
of the source of art in play, and the explanatioi 
of this last as the throwing-off of an accumula- 
tion of surplus energy, elucidates the primiti 
dance and song but has no bearing on thfl 
sporting of the trophy as an origin of persona; 
decoration. 

The view that is content to see the difFerentii 
of art in the freedom and spontaneity of the 
artistic impulse must be taken in connection with 
the one which emphasizes the fact that artistic 
activities are indulged in because they 
pleasurable. It has been contended above that 
the old view of the freedom of art, though 
needs to be judiciously guarded, does realtj 
embody a truth of vital importance, and if th 
be accepted, the element of pleasure follows as 
matter of course. If the artistic impulse have thi* 
character of freedom and spontaneity it must be 
pleasurable, or it would not be indulged in, whil 
I conversely if it be pleasurable it must be free, 
i^constraint is incompatible with this feeling. Tli 
mere vague conceptions of freedom and pleasani 
ness do not however carry us far. Freedom ii 

^Uim, Ori^-iits, p. tji. 
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sense cannot mean simple aimlessness. It 

^must imply an activity determined either by 

■instinct or reason. We may call it self- 

I determined, but the second word of the compound 

I implies direction of one kind or another, and the 

Iproblem is to find the nature and tendency of 

I this, We may in like manner grant that the 

activities of art are pleasurable, but there are so 

many sorts of pleasure that this is not enough, 

jBid we must go on to ask what kind of satisfac- 

ion it is that they afford. The following is offered 

fis a general solution of the questions thus raised : 

§ II. Art as Self-Eztemalization. 

All the primitive activities that have been 

passed in review may be included under the one 

principle that they are activities of self-exter- 

nalization, resulting in a quickening of the sense 

flf personality. This is their tendency, and from 

giis arises their pleasurable quality. A little 

■consideration will show that this principle (i) 

'■applies to all the cases under notice, (2) preserves 

itact the postulated element of freedom, (3) 

'exhibits the artistic activity as in its inception 

itially a matter of the individual and not of 

.society, for however important social influences 

in fostering the development of art they do 

Hot explain its origin. 

If personal adornment begin in the trophy, it 

just the concrete embodiment of the victor's 

ise of triumph after strain and conflict — perhaps 

[the most powerful feeling of joy known to men, 

■His deed hangs there, incorporate in the symbol 
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which sustains his own consciousness of the deed 
and perpetuates his joy, while at the same time in 
the admiration of others begins that process of 
the nourishing of art through social influences, to 
the importance of which the later sections of this 
chapter bear testimony. Every other form of 
bodily decoration ministers to the same conscious- 
ness and pride of personality. The pose and 
parure of the youthful brave may at one time 
impress the idea of his unique distinction on a. 
pre-destined bride ; at another that of his weight 
and influence in palaver on his fellow chiefs : at a 
third time that of his vigour and fierceness on the 
approaching foemen. The practical value of the 
display is however independent of its reflex in- 
fluence on himself, which is always of the kind 
under notice. 

The decoration of the weapon involves two 
separate processes, one the simple act of adorn- 
ment, which as concerning the instruments of 
victory is almost the same as the adornment of 
the victor's person ; the other the making of a 
design, involving perhaps the copying or adapta- 
tion of natural forms. The latter process in its 
significance for the purpose in hand will be noticed 
presently. The simple act of adornment confers 
distinction on the object thus treated and indirectly 
upon its holder, for it is in a very real sense a part 
of himself. This relation of the owner to the 
weapon is not a social matter, but is really a secret 
between the two, though afterwards an occasion for 
public display. Very instructive in this connection 
is the delightful passage in Robert Louis Steven- 
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on's Kidnapped, in which, after the fight on 
board the ship, Alan Breck sets to work to make 

' Song of the Sword.' The impulse to the 
artistic expression is here absolutely individual, 
is the enhanced personality of the ' bonny 
fighter' against odds that seethes in the innermost 
depths of the being till the artistic energy rises 
and becomes incorporate in form. This form is 
then as it were detached and becomes a social 
feet, giving renewed delight to its creator by the 
effect of it upon his fellows.^ 

In the case of the dance and song the applica- 
bility of the principle under discussion needs no 
demonstration. The simplest mode in which man 
can externalise himself in a form of expression is 
by gesture, and the dance begins, we have con- 
tended, in free bodily movements accompanied by 
cries that work off a mood of physical excitement. 
How pleasurable these are every person in vigor- 
ous health knows well, and such a one knows too 
they stimulate the circulation, animate the 
x)rpid faculties and bring all the powers of the 
being into readiness for action." The further 

'The passage nins as follows :^' As he did so' [cleoted the 

md-house of the corpses] ' he kept humming and singing and 

ihisUing to himself, like a man Crying Co recall an air ; only what 

was trying, was to make one. All the while, the l]mh was in 

&CC, and hi? eyes were as bright as a live-year-old child's with a 

I toy. And presently he sal down upon Che table, sword in 

band J the air that he was making all the time began to run a 

iltle clearer, and then clearer still ', and then he burst with a greflC 

' into a Gaelic song. . . . He sang it often afCerwards, and the 

; became popular.' — Kidnapptd, chapter x. 

Pleasure feeds and nurtures itself by expression.' ' Pleasure 
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elaboration of these movements into significant 
gesture and mimicry is accompanied by the same 
quickened sense of individuality. The playing of 
a part doubles in a way the personality. There is 
a consciousness of self held in common with that 
of the persona for the moment assumed, and the 
two act and react on each other. 

The pleasure of imitation is still more marked 
when it results in a lasting production, like the 
sketch of the mammoth or the figure of the rein- 
deer on the hilt. Whatever was the rational 
-motive underlying the act, it is inconceivable that 
the delineation can have been accomplished 
without a reflex thrill of pleasure. In the first 
place there is an act of expression that has taken 
the form of a difficult achievement, and to every 
one his own work, an outcome of himself, gives 
delight Aristotle noticed long ago that artists- 
he specially instances poets — love their own 
creations as if they were their children,' and in 
another place he refers to the delight in a piece of 
good imitation. The thing copied need not in 
itself, he says, be interesting, but when we com- 
pare the copy with the original and discern the 
one in the other the discovery of the likeness gives 
pleasure." In the second place there is the 
accomplishment of something that gives to others 
a proof of our skill, and the bit of mammoth ivory 
or the dagger hilt becomes a trophy exalting its 
creator and possessor among his fellows. 



always connecled with an enhaacemenl . 
ictions.' — Him, Origins, pp. 41. \(j. 

^ Elh. Nic, ix. 7, 3. "^ Rhtl., 
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That these subjective feelings are real, and 
that they arise ever freshly in the mind on each 
repetition of the same or similar acts, is a doctrine 
tiiat cannot be too often or too strongly asserted. 
The fact that the drawing answers from the very 
first the purpose of demonstration, and that in 
another state of society it may subserve other and 
more elaborate social ends, does not really alter 
the case. It is true that among modern savages 
'the representation of natural objects, chiefly 
lanimals, is lai^ely employed for those totemistic 
and magical functions to which so much attention 
Is given by sociologists. It is however extremely 
I'doubtful whether anything of this kind existed in 
the days of quaternary man. From what we 
Vnow of the savage of to-day it might be argued 
ithat the drawing of the mammoth was intended as 
B pledge of the re-appearance of the creature itself 
'■ — that the drawing would attract the original by 
sympathetic magic within range of weapons ; and 
again, on a similar basis of analogy, that there 
were men among the cave-dwellers with rein- 
deer totems, and that they signed their implements 
'with the totem mark, just as they seem to have 
scratched private signs of ownership on their 
Wensils of bone.^ Have we any justification how- 
ever for throwing back into the millenniums of 
'flie pre-historic past the elaborate religious and 
mystical apparatus of modem savagery ? In the 

* Kflifuto' AqnitaHicif, pi. B. KKVli., etc. 
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Opinion of the present writer any such inter 
pretation of the drawings and carvings 

exceedingly unlikely. We are accustomed 
speak (as in these pages) of existing huntei 
tribes, like the aborigines of Australia, as being 
in a 'primitive' condition, but the term is onlyi 
used relatively, for as a fact anything less 
' primitive ' in the strict sense than their elaborate 
ceremonials and beliefs cannot well be imagined. 
These represent no doubt a growth through long 
ages, but from how distant a date this has been) 
going on we cannot tell. The animals seem to taka 
the same common-sense view of the world that ii 
taken by civilized man. Assuming the evolutior 
of man from lower forms of life, when did thi» 
strange tangle of mystical beliefs begin to spring up 
in the humanized intelligence, and how far had i 
beset the once clear channels of the brain when the 
contemporaries of the mammoth and reindeet 
inhabited the plains of western France ? In the 
absence of all evidence of the mental state i 
the cave- dwellers save their burial customs and 
their works of industry and art, there seems no 
reason to suppose them harassed by those 
apprehensions and prohibitions which must make 
a nightmare of life. The view here taken 
supported by the authority of Grosse, who writes 
that 'as long as there is no proof — [of any 
religious or magical character about the representa* 
tions] 'and up to now we have seen no shadow o 
such a proof — so long we have simply no Justifi- 
cation for explaining these figures as being 
anything else but what on the surface they appear 
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to be.'' To put the matter in a form that will 
appeal to any practical artist, the work is too 
fresh too spirited too lifelike to be inspired by the 
deadening and enslaving notions that make up so 
large a part of the religion of the modern savage. 
Dr. Groos says that 'in the primitive arts of 
drawing and sculpture, so long as they serve no 
religious end, the pure pleasure of the worker in 
his own skill is the foremost element,' and he 
writes again of ' the joy in productive activity as 
such.'* This element, it is here contended, is 
uppermost in the strictly ' primitive ' graphic and 
plastic imitation, and the fact that it is used from 
the first to convey information no more destroys 
this element than it is destroyed in the modem 
painter's work because he counts on the sale of 
it to pay the coal-bill. 

S 18. Fonii is Art : Importance in all ita Eaanifestationi 
of the principle of Order. 

The object of the foregoing has been to exhibit 
these initial activities that lead on to art, a.*: 
grouped together under a single psychological 
principle. The account does not give in the strict 
logical sense their differentia, for there are other 
human activities of which much the same defini- 
tion may be given, but which have no connection 
Hth art. They are not themselves necessarily 

istic, but they lead on to art in the sense that 
they all represent the raw material, so to say, out 
of which the really artistic product is formed. 

' Anfange, p. 191. 

^ Die Spide dir Menscken, pp, 5^0, 510. 
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They can only become artistic by the addition of 
another essential element, not present in play nor 
in the activity that simulates art of the animals, 
and this element may be described generally as 
Order, under which main idea are included such 
manifestations of the principle as Rhythm, 
Measure, Proportion, and all those modes of 
arrangement used by artists that may be sum- 
marized as Composition. 

The psychology of this principle, that is to say 
the operation of it in the individual in regulating 
and defining the action, or product of the artistic 
impulse, is at least as interesting a subject of 
study as the psychology of the impulse itself, but 
into this subject there is no space to enter. 
Schiller uses a good phrase when he asks What 
is man before . . . the serene Form tames the 
wildness of life ?^ It is indeed one of the notable 
facts of human nature that in art this free pleasur- 
able activity of self-expression obeys a certain 
inner control, that transforms it from a mere 
animal effervescence into a rational product of 
ordered parts in a clearly defined unity. This 
taming of the wildness of life is in progress from 
the beginning of human development. The con- 
trolling force is as constant and as powerful as is 
the motor force that gives the impulse to expres- 
sion. The most conspicuous form in which it is 
exercised is that of Rhythm, of which Karl Bucher 
says that it is the one element of art for which all 

' ' Was ist dec Mensch, ehe . . . die ruhige Form das wilde Leben 
besanftigi,' Aesthetiscke Ertithung, Brief 24, StkrifieH, ed. Goedeke, 
Theil X. p. 358. 
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peoples have a natural sensibility.' It is the 
fundamental principle in music, for we are assured 
by Wallaschek that ' a general view of primitive 
music shows us that in the most primitive state the 
main constituent of music has always been rhythm 
while melody has remained an accessory . . . 
The most primitive music is no melody, but noise 
reduced to time.' As ' dancing and music are in 
fact one art of expression '- so Rhythm creates in 
the .dance an art of form out of the free bodily 
movements, just as it makes an art of music out of 
a succession of noises. 'It is impossible' Him 
remarks ' to see anything artistic in the spectacle 
of a man leaping or shouting for joy,' ^ but the re- 
duction of these to Measure is the beginning of an 
art that we shall see developed among the Greeks 
to one of great beauty and ethical significance. 

The action of the same principle of Measure in 
another shape is operative in the arts of form 
proper, those, that is, of form in rest. 

It is perhaps least in evidence in the case of 
,e arts of delineation. Where natural forms are 
inventionalized for a decorative purpose, as in the 
'reindeer hilt, we have of course an advanced 
application of the principle of Order. The repre- 
sentation of the natural object is controlled at 
every instant by considerations external to itself, 
I and the fact that, in the instance referred to, these 

^ Arbeit und Rhytkmas, p. 358. 

^ Primitivt Music, oh inquiry inia tht Origitt and DfvtlopnuHt of 

Muiii, Songs, Instrumaits, Daiita, and Pantemimes of savage races, 

London. 1893, pp, 291-4. 

■ ' Origins, p. 87. 
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considerations have been so well apprehended 
and made effective, imparts to the work a real 
artistic value. Even in the naturalistic sketch, 
however, that form of primitive activity in which 
the working of the principle seems least apparent, 
we can find a trace of Order in the relation observed 
between the drawing and the space it has to 
occupy. Mere imitation of nature, like the mere 
caper and shout, is not in itself artistic, though it 
brings into existence the raw material of art. 
The imitation is only made artistic by the opera- 
tion of the controlling law of Composition, and 
this already begins to work when a representation 
of nature has to go in a certain space. If the 
existing piece of ivory on which the mammoth is 
drawn be of the size it was originally — and this 
seems indicated by the circumstances of its dis- 
covery — then the arrangement of the drawing 
within its contour shows distinct artistic taste. 

In the case of bodily adornment, the universality 
and elaboration of this are not more remarkable 
than its just adaptation to the figure on which it 
is disposed. So well observed, as a rule, are the 
laws of good taste in decoration among even the 
most primitive folk, that Gottfried Semper thought 
that the canons of decorative art in general were 
formed upon the tradition established from the 
-earliest times in this particular department, The 
relation of the band, the pendent, the crest, the 
mask, to the parts of the body encircled or 
accentuated or protected, is observed with so just 
a sense of structure and function that the prin- 
ciples of the art were Jn this way established for 
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all time.^ In the disposition of the elements of the 
ornamentation there is the same tact in alternation 
and grouping, and Grosse observes that the prin- 
ciple of rhythmical arrangement is no less common 
and conspicuous in the art of the lowest races 
than in that of the most civilized,^ and the instinct 
for composing whatever decorative elements are 
present into a pattern is practically universal 
among men, while it is entirely unknown among 
animals. The pattern does not consist in the 
repetition of single forms but of combinations of 
forms, while in more advanced instances of artistic 
composition we find, as we shall sec, not symmetry 
or mechanical regularity, but balance, and a har- 
mony of parts not equal, but related to each other 
according to a more subtle scheme of proportion. 
Now it is impossible to credit the animals with a 
perception of order and arrangement of this kind, 
however well supplied they may be with the 
emotional excitement which leads to diflferent 
forms of ' play.' Thus, the bird's song is just 
fte free outpouring of lovely notes, exquisite in 
themselves and endeared through the poetic 
associations they arouse in us, but wanting the 
dement of Time, and that accentuation of a 
measure so essential to the effect of music. Some 
species of birds will show deh'ght in brightly- 
coloured objects, but they never go on to dispose 
these in such a way as to form a pattern. They 
will relieve a mood of strong excitement, as at 
pairing time, by curious gestures and contortions, 

' U/dir diefarmellc Cesettmassigkeit des Scimyeics, elc, 1856. 
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by strutting up and down or running round in a. 
ring, by soaring and then making a sudden drop,' 
and all the while utter their notes and cries, but no 
further step is made towards the evolution of that 
universal early form of human art — -the rhythmical 
dance performed in unison with the rhythmical 
song. What is wanting no doubt is sufficient 
power of abstraction. It is evident that for the 
perception of the charm of alternation, of the 
regular recurrence of complex forms, and of 
periodical emphasis as in the dance or song, what 
is needed is a certain capacity in the intelligence 
of holding one impression for a while till another 
comes to companion it, and then making com- 
parisons between them. The animal is too much 
at the mercy of the present sensation to be able 
in this way to retain impressions and compare 
them, and man is the only artist because he alone 
possesses the sense of Rhythm and Proportion. It 
will easily be seen that any quality which consti- 
tutes a distinct differentia between man and the 
animals is one that by its continued exercise will 
raise man higher and higher in the scale of civi- 
lization. The value of it in the development of 
the intellectual and moral nature is incalculable, 
and it is thus that ' the serene Form tames the 
wildness of life.' 



gl4. Social Institutions and the stimulus they afford 
to Art: the Festival. 

No more space can here be devoted to the 
fascinating subject of the origin and earliest forms 
' Darwin, Thi Dissent of Ma«, [l. pp. 50, 74 f. 
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Krtistic activity of men. We must now 
to trace the steps by which these primitive 
become disciplined to higher service 
le civilized races of the ancient world. 
The consideration of art in its decorative aspects 
cannot be pursued here, or it might be shown how 
it advances from being a simple artistic expression 
of care for a person or object, till it has invested 
all the outward apparatus of civic, religious and 
national life with poetic associations and with 
beauty. All buildings and objects used by mem- 
bers of a family or brotherhood or state possessed 
in ancient Egypt, Greece and Rome a distinctive 
character as connected with common celebrations, 
and their place in the life of the community was 
accentuated by decorative statues and reliefs, by 
the representation of sacred creatures and flowers, 
and by the significant device on warlike shield and 
standard or on the merchant's coin. To most people 
in modern times the objects that make up their 
material environment are mere ' things.' Cheap, 
abundant and without character, we use them and 
lose them and replace them without a thought. 
In old days they were few in number and propor- 
tionately prized. They lasted a lifetime and 
became as it were a part of their owner's person- 
ality ; they descended from generation to generation 
and family piety made them sacred ; they were 
tokens of the citizen's rank and office in the 
community and his patriotism warmed at their 
sight ; or, lastly, as connected with religion they 
were the pledge of the protecting care of the deity 
clan or state. Art expressing or symbolizing 
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all this through significant decorative forms, wove 
a spell around the material necessary objects to be 
found in every house or city. Over all there was 
a charm, a glamour of pious association, which 
carried something of the ideal excitement of art 
into every corner of the home and into every 
department of human activity. 

In tracing the influence of social feeling when 
it sets in motion those waves of ideal sentiment 
that stir the mind to artistic expression, we 
quickly find ourselves in the presence of one of the 
most important institutions of which the history of 
civilization takes account. This institution is the 
Festival, the ideas and habits connected with which 
may be said among some peoples to have filled a 
large part of human life. It is indeed hardly too 
much to say that it is to the festival — family, com- 
munal, tribal^hat almost all the forms of art 
known to ancient and medieval times owe their 
origin, or at least development, and so important 
does this make it for the proper comprehension c " " 
the art of old times, that some special pages muj 
be devoted to the subject of the festal celebratio) 
in the classical and medieval worlds {g§ 23-31^! 
and 48-60). Here it is sufficient to explain that 
though, naturally, its characteristic note is gladness, 
yet we must include under the same idea those 
celebrations of a mournful kind connected with 
death and sepulture. It is as the expression of 
common sentiment that we are chiefly concerned 
with the institution, and in this respect mortuary 
ceremonies, as especially affecting the family, are 
as germane to our present purpose as tribal or 
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national thanksgivings, or the periodical feasts 
that divide the husbandman's year. 



The very term ' festal celebration ' implies on 
the one hand the stimulus to feeling of which 
wc have already spoken, and on the other an 
impulse to attach the emotion aroused to the 
person or idea commemorated, and to embody 
it in some temporary or permanent outward form. 
Hence the constructor and the decorator, the 
graphic and the plastic artist had to be at hand 
<at festival-tide to supply apparatus for the cere- 
mony, and especially by their imitative skill to 
'bring before the eyes of the people the similitude 
of the persons or the deeds of those in whose 
lOUr they were assembled. The painter in 
Jhe earliest times was almost exclusively exer- 
ased upon tasks of this kind, and worked in 
:Iose fellowship with the sculptor. Indeed the 
nost general form of decoration in the ancient 
w>rld, the painted relief, stands midway between 
painting and sculpture, partaking of the nature 
if both. It was the view of Gottfried Semper, 
xplained in many passages of his book der Stil, 
hat this form of decoration was only a copy 
T embroidered or figured stuffs employed from 
he earliest period for similar purposes. These 
products of the textile craft would be used for 
the temporary clothing of festal structures, and 
rould exhibit, in gaily coloured designs, forms 
-and objects significant of the purpose of the 
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celebration. The carved paintings or painted 
carvings, which cover the walls of Egyptian 
temples and run as a dado round the rooms of 
Assyrian palaces, certainly do resemble textile 
products, and give a colour to Semper's theory. 
They are at any rate thoroughly festal in feeling — 
a gay and varied show, representing the glories of 
the gods and the deeds of kings or the departed 
great ones of the earth. Work of this kind in 1« 
relief is not properly sculpture, and to sculptBJ 
proper belongs a somewhat different character. 

§ 16. and of nummaental Sculpture; 
When sculpture is not confined to decoratlll 
functions or to the mere imitation of natui 
it qssumes a monumental or commemoraU 
character on which a word may be said 
passing. It is obvious that to set up a moid 
ment to a deity or to a human being is a diflfere 
thing from merely perpetuating his real or su^ 
posed lineaments. It implies not a record only* 
but the expression of honouring regard, and a 
claim upon future generations that they will 
share, or at any rate respect, the feeling thus 

I perpetuated. This character, attaching not to alt 
but to many of the most important works of 
sculpture produced in ancient times, posse 
significance for the theory of the art in genei 
P 
; 



' which must be left for treatment to a subsequoj 
page. The same feeling receives so much mol 
potent an expression in the monument of An 
tecture that it is in connection with this 
it will best be noticed here. 



THE ORIGIN OF ARCHITECTURE 

§ 17. and especially of Architecture. 
It is to the festal celebration that we mu! 
look for the origin of many distinctive features 
of this most imposing of the arts of form. 
Architecture may seem at first sight to stand 
on a different footing from the other arts and 
to originate, not in any impulse towards self- 
extemalization, or towards expression of any 
kind, but in operations of use and necessity, the 
construction of the shelter and the defence. But 
it is by no means sufficient to explain archi- 
tecture as the addition of artistic form and 
decoration to utilitarian structures. It is true, 
as we shall see, that the artistic effect of architec- 
ture is intimately related to, though not always 
entirely dependent on, the considerations of use 
vhich furnish a sort of program of its opera- 
tions, but at the same time the whole spirit of 
the art is opposed to the idea of complete 
subordination to utility. As a matter of fact, a 
glance at the early history of the art in Egypt, 
Babylonia and Greece, during those all-important 
periods when so many of its normal forms were 
being fixed for after-time, exhibits to us architec- 
ture as far more an art of free expression than 
s merely utilitarian craft The buildings which 
in these remote periods gave architecture the 
character that it has ever since retained, were 
not houses or ramparts, but Temples, Palaces 
and Tombs — structures for show rather than for 
utility, though serving at the same time (generally 
only in a part of them) a practical purpose. 
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That characteristic of architecture which 
express by the term ' monumental,' the dignity 
of imposing mass and rock-like stability, of 
awfu! height and far-extended breadth, belongs 
as a rule to its ideal not its utilitarian side. 
Only perhaps in the case of military architecture 
do we find this esthetic quality directly due to 
use. A fortress is only really effective when it 
presents an impenetrable, unscalable barrier to 
advance, and hereby it impresses the imagination 
with a look of power. In the pal ace- fortress, 
however, represented by Assyrian monuments, and 
by structures like the Papal palace at Avignon, 
or the Pitti at Florence, there is a more direct 
cBsthetic appeal. It houses and protects its lord,, 
but at the same time announces, in very insistent, 
affirmation, his greatness. 

§ 18. The ideal character of the earliest permanent 



Among the relics left by prehistoric man the 
grandest and the most mysterious are those huge 
monoliths or groups of monoliths known generally 
as ' Rude Stone Monuments.' Putting these apart, 
the existence of the cave-dwellers, the lake-dwellers, 
the hunters of the primeval forests, is only known 
to us by a few slight remnants here and there of 
bones or artistically wrought implements or pot- 
sherds emerging from the refuse-heaps ; but these 
'Menhirs' and 'Cromlechs' and 'Dolmens 
imperishable stone, often sublime by their very 
size and weight, and pregnant with a meaning 
which to us must ever remain obscure — these are 
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memorials of a very different stamp. Who reared 
Ihem we know not. Some find in them so 
strong a family likeness, wherever they appear, 
that they are fain to regard them as a creation 
of one people or family of peoples and as be- 
longing to one definite period in the remote 
history of humanity, while others look on them 
as marking merely a particular stage of nascent 
civilization recurring at different times among 
different races in most parts of the globe.' Of 
their object we can only conjecture. They have 
been regarded as temples and as tombs, but as 
the tomb is of immeasurably greater antiquity 
than the temple, it is a far safer hypothesis to 
treat them as for the most part sepulchral, and 
though this is doubtful in the case of the Menhir 
(from Breton M^an, Men, ' stone,' and Hir, ' long ') 
and the Cromlech (from Kroumm 'curved' and 
Lec'h ' stone '), the Dolmen (from Taol, T61, ' tablfl 
and M^an, Men, ' stone ')'^ — sometimes actualH 
found in the heart of a mound or tumulus 

,-^was certainly a funeral chamber, while the ' 
'alignement ' or avenue of upright stones bordering 
i causeway, as at Carnac in Brittany, might mark 
Wt an imposing approach to the abode of death. 
But whatever they are, their makers were men of 
lln extended vision that could embrace the distant 
fature, men strong and determined to do a work 

^^ ' See for these iwo divergent views respectively Du Cleuiiou, La 
'riaeien dt F Homme, Paris, 1SS7, with the authors there referred 
h and Lord Avebury, Prt-Historic Times, fith ed. Lond. 1900, 
liapterv. 
*Le Gontdec, DictionHtart Bnlan-Fnot^aii, Saint-Brieuc, 1850, 
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that should endure. We cannot gaze up at these 
rugged memorials of hoariest antiquity without 
feeling them to be the expression of some great 
idea that once filled the minds of their creators. 
We need not speculate upon the nature of this 
idea — a hazardous though fascinating theme — for 
all we want from these Rude Stone Monument! 
is evidence that at a very early date in the history 
of humanity men felt an impulse to embody thff 
faith that was in them in some vast and enduring^ 
structure, a thing not for material use, but a witness 
to such spiritual conceptions as the Family Idea 
the indestructibility of the human Intelligence. So 
out of the performance of funeral rites— a family 
celebration, and in the larger sense of the word a 
festival — proceeds the desire for the permanent 
expression of the thought that filled every heart, 
and with the satisfaction of this desire, monumental 
architecture, and not only this, but monumental 
sculpture also are born. 

§ 19. Stirvival of the spirit of tlie earliest monuments 
in later Architectuie and Sculpture. 

For though, as we shall see, the Rude Stone 
Monument is not in a technical sense the beginning 
of architecture — this art owing its actual forms to 
other sources — and though as compared with the 
speaking image in a statue the rough stone is but 
dumbly symbolic, yet all great architecture, and all 
great sculpture too, borrow something of the spell 
that works here so potently. There is in fine 
sculpture an indescribable remoteness and dignity. 
There is something megalithic, primeval, in the 
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ispect of the noblest buildings of all times. Every 
architect worthy of the name will catch the same 
(pint. Give him an opportunity and allow him to 
create in freedom, and every architect worthy of 
tbe name will build For an idea, will build massively 
and build for ever, and a part not the least noble 
if this first of the arts will descend to it from the 
Jar-distant and unknown creators of Stonehenge 
and Camac. 

S 20. Th« festal character of earl? Architecture shown 
in the Egyptian Temple ; 

No illustration of the festal character of early 
architectural monuments is more apt for our 
purpose than the Egyptian temple. Nowhere do 
we see more clearly how little in these vast early 
structures was utilitarian in origin, how much was 
■designed, carried out and adorned in the spirit of 
.Art. The Egyptian temple (Fig. i) comprised 

whole collection of courts and halls and 
chambers open or secluded, and might cover 
altc^ether as much as ten acres of ground. It 
consisted however essentially of two parts, one 
simple and unpretending but clothed with the 
liighest religious importance, the other unimportant 
in its religious aspect but imposing through 
material size and splendour. The one part was 
made up of a stupendous portal itself approached 
between avenues of sculptured figures, of immense 
ttpen courts (A) surrounded with colonnades, of 
pillared halls (B) vast enough in plan to take in a 
northern cathedral, and of various chambers of 
I more secret and secluded aspect. These were 
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all arranged on the long axis of the whole rect' 
angular group of buildings, so that those whc 
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entered were invited to traverse them in a straigh: 
^ine towards the fijrther end of the whole edifice 
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Here at last would have been found the other 
division of the temple — consisting only of a small 
unlighted untenanted shrine (C), no larger than an 
ordinary modern room, within which were preserved 
in an ark or coffer certain sacred symbols of the 
deity. This only was the Temple proper— the 
structure, that is to say, really needed and used 
for the safe keeping of the fetish. All the rest, 
avenue, portal, columned court and pillared hall, 
in all their extent and majesty, were merely 
designed for show, to provide a fitting and 
impressive approach that should strike the imagina- 
tion of the worshipper and fill his soul with 
reverence and awe (Fig. i and Plate II). 

Through a fortunate circumstance we are able 
to get behind these elaborate constructions, and 
learn the arrangements 
which preceded them in 
respect to the shrine 
and its furnishing forth. 
The pictures in the Egyp- 
tian hieroglyphic writing 
supply us with minute 
but extremely spirited de- '"^hicroEiiphitinKnpuoni. 
lineations of structures and objects which may 
have been familiar to the inhabitants countless 
generations earlier than the erection of the tombs 
and temples that remain to us. Among these 
pictures are one or two representing small huts or 
arbours of rustic work in the form given in Fig. 3. 
These, we learn, are shrines of the gods, and they 
represent doubtless the original shape of the 
sacred chamber, which remained to all time as 
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the heart and kernel of the vast temples of a Seti 
or a Ramses. The technical construction of these 
early shrines, of timber and wattle-work, has points 
of interest that will be noticed on a subsequent 
page (S 144), but their general form and equij 
ment are highly significant for our present purpos 
Religious worship, it need not be said, is infinitel; 
older than the permanent temple, and for 
performance all that was needed was a gatherii 
of the pious at a sacred spot about a rustic altar, 
to which might be added a movable ark or a 
fixed hut or canopy for the safe keeping of any 
totem, fetish or apparatus of secret mummety 
belonging to the local divinity. Given such a 
permanent structure, the approach to it would 
be specially hallowed ground and fenced off 
from profane tread. Any simple device such as 
a lofty flagstaff would be adopted to give it 
importance from afar, and on the occasion of the 
festival every kind of decoration in the form of 
fluttering streamers, branches of green trees, 
garlands of flowers, would be lavished on the 
building and its approaches. Here in the early 
Egyptian shrine, we see at the entrance two 
lofty flagstaff's, and in front the indication of 
a palisade, evidently marking ofi" the hallowed 
precinct or ' temenos.' The only thing not shown 
is accommodation for the 'vEdituus,' or guardian of 
the shrine and its contents, but he probably lived 
in the hut itself, just as in the early record 
contained in Exodus xxxiii. 11, Joshua lives as 
j^ituus in the tent-sanctuary which contained 
the ark or holy coffer of the Israelite nomads. 
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Now it wili be recognized that we have here, 
reduced to their simplest terms, just the same 
elements that went to make up the vast complexus 
of the monumental temples of Thebes or Abydos. 
The shrine remained as it had been, though now 
wrought in stone. The chambers round about it 
in the hinder portions of the temple were lodgings 
of the priests and storerooms for the offerings of 
the faithful ; the courts and columned halls were 
merely developments of the palisaded enclosure. 
The flagstaffs actually remained till the latest 
times erect on each side of the single entrance to 
the temple, though the idea of them was still 
further carried out in monumental fashion by the 
rearing of two vast and almost completely solid 
masses of masonry of tower-like form, called after 
their Greek name ' Pylons,' that flanked the gate- 
way and gave the desired imposing aspect to the 
approach towards the shrine (Plate II). 

§ 21. and in tbe Temple of the Greeks. 
A very similar account might be given of what 
is perhaps the most important monument in the 
whole history of architecture — the Greek Temple 
(Plate III)- We are unfortunately unable to trace 
its development so clearly as is the case with the 
temple of Egypt, but it is evident from the very 
sparing references thereto in Homer," that it was 

' In llomet (be goil!i are all well pcavided wilh sacred enclosares 
(rc/i/rq) uid amaking open-air altars (/Siivuif) bui few wiih shrines 
("(o')- Athene has a «jij in Troy (//. vi. 88) and at Athens (//. ii. 
S49)> and Apollo in Ttoy (//. v. 445) in Chiyae (//. i 39) and, 
ipparently, at Delphi {Od. viii. 7q). 
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a comparatively late addition to the apparatus of 
Hellenic worship. What that worship was in the 
older days we can readily imagine — days when 
the dwellers in the 

'little town by river or sea-shore. 
Or mountain -built with peaceful citadel,' 

met around the woodland altar and with garland 
and dance and hymn and music of pipe, gave up 
their souls to festal enjoyment. At Olympia, for 
example, long before there were any permanent 
buildings on the spot, there existed an open-air 
altar to Zeus in the midst of a sacred grove, 
whither came the folk from far and near to consult 
the local oracle, to sacrifice and to play, and on 
the trees of which they hung little votive images 
— portraits often of themselves— by which the 
god should remember them for good when they 
were away,^ The permanent buildings added 
later- on were of the same character as the 
Egyptian — treasure-houses, shrines and monu- 
mental structures designed to give dignity and 
importance to the place. The treasure-houses at 
Olympia were separate from the shrines, though 
within the sacred enclosure and so under pro- 
tection of the local deities. The shrines them- 
selves, though at first they may have been like 
those of Egypt, or like the Hebrew Temple, secret 
chambers forbidden to the vulgar, became in 
historical times open and reasonably accessible 
places, of the character rather of museums for 

' Adolf Boellicher, Olympia, das Fest tind seine Statu, Berlin, 
1SS3, p. 163 IT. 
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costly and beautiful works of art in the shape of 
statues and votive ollerings, than secluded haunts 
of Divinity ; while to give them due artistic 
embellishment they were surrounded by a ring of 
columns bearing a roof and forming with it a sort 
of canopy of honour. Instead of laying out 
columned courts and halls preceding the shrine, as 
in Egypt, the Greeks threw their colonnades round 
the shrine, and secured in this way a far more 
compact and artistic arrangement. The root-idea 
s however the same — architecture providing some 
^imposing permanent apparatus for the religious 
festival, and in so doing taking on itself the same 
festal character as an art of free expression like 
le rest' 

\ 22. TabTilar view of the beEinnings of the Arts. 

It remains now to draw out in a simple table, 
given on page 62, such a scheme of the beginnings 
of the arts as may correspond to the considerations 
liere adduced. In such a matter absolute logical 
deamess is not to be obtained, or only to be 
obtained by the suppression of inconvenient facts, 
and it will suffice if the scheme show a general 
torrespondence with the evidence of the primitive 
activities of art already passed in review. The 
cheme is arranged somewhat after the manner of^ 
be multiplication table, the two elements already^ 
poken of being shown as combining to produc 
be different forms of art. The raw material t 
rt, or, if the metaphor be preferred, the motive 

' For ihc feslal origin of archilec 
Bpcdall}' I, p. 25S fr. 'dasTapeilei 
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power in artistic production of which we have 
formed an idea in earlier sections, may be 
described as ' activities of self-extemalization, or 
more simply, activities of expression, not artistic.' _ 

At the left hand is placed the controlling 
regulative principle of 'Order' in its various 
manifestations, and it is not till this brings its 
influence to bear on the ' Activities ' that we begin 
to get forms of art. Thus mere expression by 
voice or gesture, or mere aimless adornment with 
dabs or scratches is not art, but the Song and 
the Dance and Decoration in colour and form 
are artistic," "because in them the indispensable 
second element is already apparent. From this 
point the scheme explains itself. The instinct 
of imitation, operating simultaneously with the 
impulse to the song and dance, leads at once to 
the Mimic Dance accompanied, as the dance 
always is accompanied in early times, by rhyth- 
mical chant. From this a rapid process of 
development results under conditions to be 
presently noticed (§ 30) in that important form 
of higrhly advanced art — the Drama. Meanwhile 
Imitauon— not in itself artistic — combines with 
other ^^ements to produce new forms of art 
Decoration (that is to say adornment made 
artistic) in colour and in form, with the addition 
qf tiie imitation of-j<ature, produces the arts of 

■Painting and of Sculpture, but in the case of 
lomc forms at any rate of the latter an 

I additional monumental quality attaches to it 
(S 19), and it must be held to borrow a share 
of that which is, as we have seen, the chief 
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ingredient in architecture. Lastly Architecture 
herself springs partly from the instinct of monu- 
ment-making and partly from a utilitarian source, 
and only rises to the dignity of an art when 
governed by the principle of proportion. Though 
this is all that is essential to the art, yet it derives 
so much added beauty and significance from a 
union with the sister arts of form, that we may 
make a final division by uniting it as Advanced 
Architecture with decoration in form and colour. 



CHAPTER II 



THE FESTIVAL, IN ITS RELATION TO THE 
FORM AND SPIRIT OF CLASSICAL ART 

g 23. The Festival as the nurse of Art 

HE source of art in a condition of ideal excite- 
icnt in which the individual, externalizing him- 
:!f in expression, is carried out of the circle of 
is ordinary existence ; the contagious nature of 
this excitement as it is developed and intensified 
jn the festival, and the consequent stimulus to all 
forms of artistic production, have already been 
jriefly indicated. 
It was not only that the festival gave new 
iks to the constructive artist in the temporary 
apparatus and permanent monument, in the re- 
irding picture or glorifying statue, and in all the 
diousand forms of symbolic or decorative art 
invoked to aid ; but it called the artist, so to ; 
into being, gave him breath and nurture, j 
tounded him with moving forms and glow 
colours, and with everything that could quickeaa 
the activity of eye and hand. Under the forcingfl 
atmosphere of the festival the plant of art shot up¥ 
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apace. Every one was to some extent an artist, 
for every one could at any rate move in the 
rhythmical cadence of the dance, and could in 
genera! accompany such movement by a rhythmi- 
cal chant. The dance and song are at once the 
earliest and the most universal of all the forms of 
art connected with the festival and claim a word 
in this place. 

§ 24. Tile festal Dance among savages ; 

The dance we have seen to be the art par 
excellence of the uncivilized races oFto-day, and 
their performances, partly mimetic and partly to 
all appearance simply gymnastic, are described in 
the chapter on the dance in Professor Grosse's 
already cited volume.^ With these in themselves 
there is no space to deal. Our concern is with 
the classical dance in its relation to the art of 
sculpture, and it only needs to be noticed that 
the celebrations we read of in Homer and 
Herodotus in Plato and Pausanias, or watch to- 
day in southern lands where classical tradition still 
lingers, are only more refined and graceful forms of 
the Australian corroborri or the displays described 
by travellers among the Bushmen or Eskimo. 

Here is a specimen passage from the narrative 
of an African explorer that exhibits a primitive 
festal rite, as it has probably been performed from 
time immemorial under similar circumstances. 
'The 23rd was spent by all the people of the 
plain country as a thanksgiving day, and the 
Bavira women met at the camp to relieve their 

' Dii Anfangt iter KhuU, via Capitel, dei T^ni, 
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joy at their deliverance from their inveterate 
enemy with dancing and singing which lasted 
from 9 a.m. to 3 p.m. Each woman and child 
in the dance circles was decked with bunches 
of green leaves in front and rear, and was painted 
with red clay, while their bodies were well smeared 
with butter. The dance was excellent and excit- 
ing and not ungraceful, but the healthy vocal 
harmony was better. The young warriors circled 
round the female dancers and exhibited their 
dexterity with the spear.' ^ 

§ 25. and among modem and ancient Greeks. 
A picture almost exactly similar, drawn from 
Wfhe practice of a more civilized modem race, has 
f been supplied by Mr. Theodore Bent, who resided 
I in the Grecian Cyclades, where if anywhere in the 
I Hellas of our own time old customs remain 
I unchanged, and who found dancing still in some 
|;places a passion among the people. At Naxos, 
■ lie tells us ' one of their local dances, here called 
m&e tirla. is interesting, being danced by men and 
Bwomen in a semicircle, with their hands on each 
•other's shoulders . . . the charm of it is the 
I Ringing, which the dancers carry on in parts as 
§they move to the time of a syravlion or drum.'^ 
I Mr. Bent noticed that this figure was really only 
survival of a famous old Greek dance, as ancient 
k S5 Homer and described by Lucian under the 
I title of the Chain (opfioi). In the 'Shield of 
I Achilles ' episode in the Iliad^ occurs the well- 

' Slonley, Jh Darken Aftita, Lond. 1890, U. p. ITC. 

' The Cyclades, hand, li&s, p. J66. » Book xvlii, a^ fin. 
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known description of the youths and fair maidens 
circling hand in hand, the girls flower-croivned, 
the youths with golden swords in silver belts, 
and following each other as lightly as runs the 
potter's wheel ; while Lucian in his dialogue On 
Dancing describes the same sort of figure as 
familiar in his own day, in the second century 
of our era. 'The Chain is a dance in common 
of youths and maidens, linked one to another in 
order like a flexible band. The youth leads the 
round with the step of an athlete footing it as 
he will afterwards foot it in war, while the girl 
follows with steps trained in all maidenly 
decorum, so that the chain is woven of valour 
and modesty.'^ 

g 26. Oharacteristics of tlie ancient Dance as a 
form of Art. 

The dances here described are of the simplest 
kind, the most direct artistic outcome of physical 
excitement, springing from some definite cause 
or merely from abounding bodily vigour. The. 
Greeks, whose special gift it was to develop 1 
the utmost perfection of form all media of artistia 
expression, evolved from these beginnings 
number of elaborate figure dances, as well 
other forms of art based essentially on the dana 
and at the same time made this a stepping stoni 
to the more advanced branches of sculpture. \4k 
Greece the dance became a mode of artistic exa 
pression at once free and varied and beautiful^ 
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■ The dance indeed as a form of art lacks per- 
fttnanence, but when it is reduced to a system it 
^can be repeated at will in the same outward show. 
In aU but permanence it is like sculpture, the pre- 
sentation of the beautiful human form in gestures 
and positions that may be of the most graceful 
and expressive kind, and deserves the appellation 
the Germans have given it of 'bewegte Plastik,' 
sculpture in motion. Beauty was secured in the 
old Greek dances first through the actual physical 
comeliness of the performer, and next through the 
Smoothness and rhythm of his controlled and 
■calculated movements, Lucian demands for the 
dancer a figure like the ' Canon ' of Polycleitus — 
typical representation in sculpture of the 
youthful athletic form ; he must be ' nicely 
□ished off at every point, fair of mien, full of 
race and symmetry, nowhere wanting, never less 
lan himself,'^ Such natural graces would be 
ctined and developed to the utmost by the 
Bcercises of the gymnasium, and by the ennobling 
(diysical and moral effect of complete exposure 
h heroic nudity, as when the youthful Sophocles 
danced naked, lyre in hand, at the head of the 
triumphal choir after Satamis. At Lacedsem 
Bt any rate the same care was spent on the 4 
flhysical culture of the girls, who also danced 
Uid exercised and raced in short tunics like that of 
; charming girl-runner of the Vatican Gallery,^ 

fgitr/s, Pajis, 1S96, gives an analysis of the diDerent poses aad 
MoemenU of the Greek dance. 

1, and ID the Dundee Museum. 
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while if it was only at Sparta that the fal 
maidens sported with bare breast and lim^ 
there were in every part of Greece professions 
female dancers and flute players of unsunj 
passed bodily grace, whose perforraanci 
may judge of from pictures like Fig. 3, copied 
from an unpublished vase in the British MuseuiB 




Interest in bodily loveliness found an outcome in 
certain contests of beauty (KaWtcrreia) held in 
different places, about which we unfortunati 
know little more than the fact of their existent 
The Scholiast on Homer, //tad ix. 129 says, 'tl 
Lesbians hold a contest of beauty among th( 
women in the precinct of Hera,' and Athenseus 
mentions a similar institution in Arcadia,' white 
the Eleans had a contest of beauty for men, 
which the handsomest were selected to carry 
sacrificial vessels in the festival of Atheni 



' Dtipnasophiil 



i. S90. 
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>rtaui KaXXwrreia of a more private kind are 
escribed in the Epistles of Alciphron. 

% 27. Inflaence of the Dajice on Sculpture. 
The effect upon the study of sculpture of this 
fultivation and free exposure of the body may 
asily be understood. The artist would hardly 
I'Seed professional models, when the beautiful 
pi^hly-trained human form both of man and 
TOman, not in rest only but also in motion, was 
freely displayed before his eyes. The close 
Bonnection between the pose and movement of 
Vthe living form and its crystallization in marble or 
Ijronze was noticed by the ancients, and Athenasus 
remarks that there were ' relics and traces of 
B'tiie ancient dancing in some statues made by 
tatuaries of old, on which account men at that 
Htime paid more attention to moving their limbs 
twith graceful gestures.'' Moreover it was not 
mly abstract beauty of form that the sculptor 
1 before his eyes, but that beauty schooled to 
KTOrous and expressive movement. Damon the 
ftthenian, as quoted by AthenKus, affirmed that 
the poets originally arranged dances for freebom 
ben, and employed figures only to be emblems of 
Mat was being sung, always preserving in them 
Bie principles of nobility and manliness.' ' If any 
he continued, ' while dancing, indulged in 
■nseemiy postures or figures, and did nothing at 
I corresponding to the songs sung he was con- 
sidered blameworthy. . . . For the dance is a 
lisplay at once of the care the dancers bestowed 
I IMd. xiv. § 26. 
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on their persons and also of good discipline.'^ 
Greek feeling for decorum forbade anything 
sudden or strained in gesture, and as much care 
was taken over the composition of the limbs of 
the dancer as the statuary expends on the artistic 
arrangement of his figure. The studied posture- 
dance was thus a more advanced form of art than 
the mere rhythmical swing of limb and body, and 




was held by the Greeks to have a high educa- 
tional value for the performer. Thus the primitive 
romp and caper of armed youths was taken up 
and systematized under the name of the Pyrrhic 
I dance at Sparta, where it was used as an exercise 
I for war, and consisted of feigned attack and 
I defence and the hke, all executed in time to music 
^^^^B ' Athenxus, ibid. §25. 
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(Fig, 4), The Spartan boys had their special 
dance (called yvfifOTratSla) which they performed 
naked with movements of the whole frame accord- 
ing strictly with the music. Educational too were 
the choral celebrations of the Laconian girls, 
wherein, as Aristophanes sings, there was ' the 
sound of dancing, while like young fillies the 
maidens on the banks of the Eurotas rapidly 
moved their feet, and their hair floated back like 
the tresses of revelling Bacchanals.' ' The 
Spartans indeed, Lucian says generally, did 
everything with the Muses, and their youths 
learned to dance just as they learned to fight.* 

g 28. The mimic Dances. 

In the style of dancing here described there is 
already an element of imitation, for the gestures 
have to be ' emblems of what is being sung,' but 
this element is developed still further in those 
kinds of dances which are specially of a mimic 
order. The mimic dance is a form of savage art 
of a very primitive type, but the genius of the 
Greeks moulded it into that elaborate and noble 
irtistic product the Attic drama. The drama, 
tragic and comic, as we shall presently see, was 
evolved out of a mass of popular performances in 
which the human figure was made to present a 
series of solemn or ridiculous ideas. Such exhi- 
bitions at festal-tide were wanting in the stately 
dignity so characteristic of the higher manifesta- 
tions of Hellenic art, but displayed abundant 
action and variety. They were less regular less 

^ Lysist'-afi, ail /in. ^ Df, StiUalhnt, §10. 
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beautiful less purely artistic than the simpler 
dances that depended only on the display of lovely 
forms and poses, but they were kept within our 
definition of art by their strict obedience to the 
measure marked by the musical accompanist. 
Were we not expressly informed of the fact, we 
should have doubted whether these complex 
pantomimic movements could have been actually 
performed to music. There is no doubt, however, 
that music, and hence rhythmical measure, were 
always present. The best idea of these dances in 
their comparatively rude and popular form we 
derive from a passage in Xenophon's Anabasis or 
Expedition of the Ten Thousand, describing a 
banquet given by the officers of the Greek army 
to the chief men of a district in Asia Minor that 
they were traversing. After the feast the soldiers 
entertained their guests as follows. ' As soon as 
the libations had been poured out and the psean 
sung, two Thracians rose up and danced in full 
armour to the sound of a pipe ; they bounded 
into the air with the utmost agility brandishing 
their swords, till at last one struck the other in 
such a manner that every one thought he had 
killed him. He then despoiled the vanquished 
of his arms and went out singing a triumphal lay 
(the " Sitalces "), while other Thracians came 
forward and carried off the man as if he had been 
dead, though indeed he had suffered no hurt 
Afterwards some .^nians and men of Magnesia 
stood up, and danced what they called the 
CarpEean dance, in heavy armour. The order of 
the dance is as follows. One man having laid 
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aside his arms feigns to be sowing a field and 
to drive along a yoke of oxen, frequently turning 
to look back as if he were afraid. A robber then 
approaches, and the husbandman, when he per- 
ceives him, snatches up his arms, dashes to meet 
him, and fights with him in defence of his yoke of 
oxen, all these movements being performed by the 
men while keeping time to the music of the pipe. 
At last, however, the robber, binding the other 
man, leads him off with his oxen.'^ Sometimes, 
Xenophon adds, the dance ends differently ; the 
ploughman binds the robber, and then, having 
fastened him to his oxen, drives him off with his 
hands tied behind him. 



§ 29. Effect of the mimic Dancea upon Sculpture and 

Painting. 

Lifelike impersonations of this kind, moulded to 

a form of art by the element of measure and 

rhythm, must have proved an inexhaustible source 

of suggestion to the graphic and plastic artists, 

who would have before them examples of the 

conveyance of ideas in a vivid and forcible manner 

by means of bodily gesture and facial expression 

alone, without the intervention of the voice. It 

was essential to accomph'shment in this kind of 

dancing, that the idea to be impressed on the 

spectator should be read in every part of the form 

and not in a single feature or limb.^ The dancer, 

' in Lucian's view, ' must study clearness so that he 

lay make everything plain without an interpreter, 

Iftnd as the Pythian Oracle said, the spectator of a 

> Anaiasu, vi, i, 'Xenophon, SympeHum^ ii. T.6. 
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mute and hear one 
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dance should understand : 
that does not speak.' ^ 

g 30. Evolation of the Drama ftom the mimic Dance. 
More elaborate forms of the mimic dance were 

also introduced at the religious festivals of the 
Greeks, where they took the character of sacred 
pantomimes displaying the persons and the 
adventures of the deities celebrated in the locality. 
The most important of these pantomimes in its 
artistic results was that connected with the festivals 
of the wine-god Dionysus, wherein were repre- 
sented dances of satyrs his woodland comrades, 
and where would appear also at times the god 
himself, or at any rate a messenger from him who 
would recount and re-enact his adventures. This 
was originally a mere incident in a scene of 
village jollity at vintage time, but, strangely 
enough, was developed in after days to that 
sustained and stately form of art the Tragic 
Drama, Nothing could appear more unlike a 
haunt of rustic merrymakers than the Athenian 
Theatre, when assembled Greece saw 
'GoigeoHS tragedy 

In sceptred pall come sweeping by, 

Presenting Thebes, or Pelops' line. 

Or the lale of Troy divine ; ' 
and it is not easy to see how the Dionysiac Revel 
could be turned in so short a space of time to a 
performance so solemn and elevated, in which 
only a few accidental features remained to tell of 
its origin in the masque of satyrs. The difficulty 

' De Saltaliotu, § 6i. 
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is explained when we understand the prevalence 
of the mimic dance or pantomime in many dif- 
ferent forms throughout Greece. The themes of 
these were not necessarily Dionysiac, but embraced 
various mythological stories and brought upon the 
rustic stage both divine and heroic personages. 
Lucian says that the whole range of ancient 
legend ' from Chaos to Cleopatra of Egypt ' ^ was 
pressed into the service of the dancers, and we 
have a long list of dramatic dances performed in 
early times, as for example, the birth of Zeus in 
Crete, the marriage of Zeus and Hera at Argos, 
the battle of Apollo and the Python at Delphi. 
.At Tanagra there was represented Hermes 
Kriophoros, Apollo with the Muses in the Theban 
Daphnephoria, at Sicyon the hero Adrastus and 
his adventures. Had tragedy been directly evolved 
from any of these more .serious displays there 
would have been nothing surprising, but their 
influence seems to have been only indirect. We 
may conjecture however that it was the familiarity 
of the people with mimic dances and shows of a 
solemn kind, that made it possible for Epigenes of 
Sicyon and Thespis of Athens to graft these on to 
the Dionysiac fStes in Attica, and so gradually to 
change the whole character of the representation. 
That this was not done without some popular 
opposition we know from the cry that was raised 
against these innovators — ' This has nothing to 
do with Dionysus ' (ovSev ttjoo? toi' Aioi-va-op).'^ 

' Dt SaUalioiK, S 37. 
SecBergk, GHickiscke Lilcraturgisfhicklt, Vol. ni. with passages 
•eferred ro. Esp. p, aSS. 
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§ 31. Slight inflnence of the Drama on Scnlptnra. 

The drama is itself an art of form and as such 
claims mention in this place ; it stood however by 
itself and had little influence on the other arts. 
Neither the sculptor nor the painter seems to have 
learned much from this source, the reason being, 
no doubt, that the adjuncts of the drama, the 
robes, the masks, the buskins, were elaborate and 
cumbersome, and militated against anything like 
pure beauty of form. Lucian, in fact, when extol- 
ling the dance as a form of art, criticises the stage 
performances from this very point of view. In 
language which may be half banter, he ridicules 
the gigantic figures padded out in front and 
propped up on lofty buskins, that roared forth 
their verses through masks of which the open 
mouths seemed ready to swallow the audience ! ' 
Probably the less developed mimic performances 
had far more effect upon the progress of the 
plastic art The introduction upon the country 
stage of the personages of mythology duly ' made 
up' in mien and vesture and attribute, familiarized 
the people with representations, which they were 
afterwards to behold carried up into an altogether 
higher region of beauty and of expression in the 
productions of the sculptor's art. In this way, 
then, the social customs and common religious 
rites of the ancient people all ' made for art ' 
supplying the indispensable stimulus to feeling 
without which there would be no impulse to 
artistic expression, educating the artist's eye by 

' Di Saltalimit, g 27. 
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flie display of fair forms amid scenes of brightness 
and excitement, setting sculptor, painter and archi- 
tect at work on abundant and congenial tasks. 

g 32. Early Sculptuie in its relation to tbe 
Festival. 

Nor were the artists slow to take advantage of 
flieir opportunities, From the midst of the sacred 

K-Oves or from the bare rock of the citadels, 
herever the sons of Hellas had gathered together 
h town or village, there arose noble buildings 
(domed or surrounded by stately sculptured 
forms. These temples, so fair and massive, we 
have already come to know as the crystallization 
1 permanent form of the festal structure (^ 21), 
and we have noted how the decorative arts soon 
came to lend their aid in covering the bones of 
the edifice with a veil of significant and beautiful 

■devices (^ 14, 15). It is true that the earliest 
■Greek temples were comparatively bare of sculp- 
ture, but the place of this was doubtless supplied 
by temporary decoration upon festal occasions. 

'.When sculpture and painting came to be added 
as permanent elements in the effect of the whole, 
ttiey were at first naVve and simple enough. The 
people were greedy for stories about local gods 
and heroes, and loved to see these brought before 

"their eyes either as part of a pageant or play, or 
in the form of a substantial artistic show. Child- 

ilike in the extreme were the early efforts of the 
plastic art, when the temple-image was nothing 

tmore than a lai^e wooden doll dressed in real 
clothes and a wig, and the decorative frieze or 
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slab represented scenes of sacred legend with 
figures of the quaintest mien and habjiitiients. 
To the popular heart however both statue and 
decorative relief were very dear. The crude 
realism of the one, the animated, even grotesque, 
gestures of the actors in the other, were easily 
understood and appreciated, and so well were 
they loved that, partly on artistic partly on 
religious grounds, they remained in honour 
throughout the whole period of classical art 
history. Pausanias, though he wrote in the 
second century of our era and was familiar 
with all the greatest achievements of Hellenic 
art, declares that in spite of their strange ungain- 
liness these earliest productions had in them 
' something that was divine.' ' 

% 33, Uatiire Sculpture also in Greece the expression 
of popular ideals. 

Widely different from these in aspect and idea 
are the standard examples of Greek sculpture in 
its maturity, such as we possess in the fragments 
from the Parthenon. Monumental dignity even 
austerity of aspect marks these colossal shapes, in 
which we read the deepest thoughts of the people 
about man and about divinity, and the contrast 
between these and the naive representations of 
the infancy of the art is much the same as that 
between the Attic drama in the hands of an 
iEschylus, and the primitive Dionysiac revel out 
of which it was evolved. There is no need to 
trace here the historical development of sculpture 

' DescripHs Griina, ii. 4, 5. 
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from its beginnings to its maturity, and we may 
pass on now to note that in tlieir own more loft}- 
style these works of the maturity of the art are 
just as much the expression of the mind of the 
people, just as truly the outcome of the common 
emotional life concentrated in the festival, as were 
the temporary embroidered hangings, or the doll- 
idol to which the multitude presented a new gown 
at the periodical celebration. 



§ 34. TniLdamBntal charactomtics of Hellenic Ait. 
If it be asked what are the qualities most 
apparent in the best work of the Greeks, the 
answer will be— perfection in external form, 
combined with an indescribable inner repose and 
dignity. Now both these qualities depend upon 
the fact that the artist was in all cases working 
towards a very clearly realized conception of his 
^emes. These were always of general interest, 
^^nd had been constituted as substantial objects of 
^bought long before he took them in hand. His 
[election of the plastic form as his vehicle of 
istic expression was not accidental {see § 62) 
nit followed naturally from his desire to give the 
itmost definiteness of shape to these distinctly 
brmed conceptions. ' Inner repose and dignity ' 
dbaracterize his productions, because they are the 
■ork of a Greek endowed with all the intellectual 
nd moral equipment of his race ; their perfection 
form follows therefrom as a necessary artistic 
oroUary. i 
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§35. The nnderlyiiig idea of Greek Sculptnis— Hellu] 
in apposition to the non- Hellenic. 

Our task here is first to draw out these intelf 
lectual and ethical elements which composed, ; 
it were, a grand underlying idea in Greek sculpturfl 
and made it the expression of the national mind* 
and next to show how this idea was wrought ouf 
in detail. It may at the outset surprise sora 
readers to hear of a ' grand underlying idea ' 
Greek sculpture. Such ideas they would recognizJ 
at once in medieval art, where the sublime themes 
of Judgment and Bliss and Condemnation, 
drama of Redemption, the sacred history of t\u 
whole Creation, are unfolded in moving scenei 
before the spectator. But in Greek art, thew 
would say — apart of course from questions 
sculpturesque beauty- — what is there? Single 
figures for the most part, either at rest or fighting, 
acting again and again the well-worn r6!es of 
heroes in contest with Centaurs or Amazons, or 
else majestically posed or enthroned with nothing 
in the world to do or care about ! Where, it may 
be asked, do we find in Greek art the manifesta- 
tion of any great common idea, the movement of 
a living mass with one heart and one passion? 
It is true that the Greeks, as sculptors and lovers 
of clear-cut definite form, preferred to concentrate 
what they desired to express in one or two figures, 
L rather than to diffuse the interest of their theme 
Lover a vast space of wall or roof, as was the 
Imanner of the medieval painter, But a theme 
Ithe Greeks had, and a noble one — as noble in its 
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way as that which filled his mind who sketched 
the Prophets and Sybils on the vault of the 
Sistine. For this theme was Hellas ; Hellas as a 
whole and all that it meant to the Greeks and to 
the world ; Hellas as the realm of light and 
order, 6rst won, then rescued and guarded, from 
the powers of darkness and disorder that sur- 
rounded it on every side. To understand this is 
to receive quite a new view of these familiar 
contending heroes and placid rulers of earth and 
sky. The first were creating and defending a 
social order that alone made light and reason and 
beauty possible to the world, the others in their 
serenity represented the triumph of the Hellenic 
ideal when the conflict was over and victory 
secure. If the same scenes, the same personages, 
are portrayed over and over again with what may 
at first seem wearisome iteration, it is because the 
great cause they represent is for ever present to 
the mind of both artist and public. The primary 
conception of Greek as opposed to barbarian, 
though it did not exist in Homer's day, was 
recognized by Thucydides as a result of the 
'national development, and appears in all its 
strength in the writings of Attic philosophers and 
orators, and this conception — Hellas against the 
ron-He!lenic — formed the fundamental theme of 
Greek monumental art. 

§3K. 'Hellas' in tlie celestial, the legendary, ths 
hiatorical spheres. 

There was, to begin with, a ' Hellas' in heaven, 
'Where the Olympian regime of light and order had 
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been founded on the ruin of the older and darker 
Saturnian powers, and afterwards had to be 
defended and rescued from the lawless attacks of 
the Titans and Giants, born of the ancient brood. 
On earth in the legendary days, so it was believed, 
the heroes Heracles, Theseus, Bellerophon, issue of 
the gods, had slowly evolved a settled civic 
from the chaos of a world the prey of monstt 
and robbers. To hold the conquest thus won, they 
and their descendants had to stand together in 
battle against successive assaults of the non- 
Hellenic powers of darkness and disorder. The 
Amazons were anti-social, opposed to family life, 
and Theseus beat them back from the Attica he 
had won and ruled. The Centaurs are personifica- 
tions of mountain streams, the constant foes of the 
cultivator of the plain at the foot of hills seamed 
with watercourses. Like the streams in spate, 
down come the Centaurs from their caves and 
rocks on the peaceful haunts of men, striking great 
blows with stocks and stones, and must be met and 
vanquished by the Lapith sword. Then, later, the 
sons of the heroes join in conflict against the ever- 
watchful Oriental foemen of the Hellenic name in 
the war before Troy ; again, and now in the full 
light of history, the contest is renewed upon 
Grecian soil against the embattled might of the 
East at Marathon and at Plat^a ; a memory of 
the bygone struggles still stirs the army of revenge 
that marches with Alexander of Macedon against 
the now broken Oriental powers. And if this was 
the final victory of Greek light and reason and 
. beauty over the dark and hostile East, other fc 
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I from another point were at hand to make Hellas 

r conscious of herself and all she had to defend. 

About 280 B.u. a swarm of barbarian Gauls burst 

into Northern Greece, overran Macedonia and 

Thessaly, turned the defence of Thermopylze and 

menaced the seats of Hellenic civilization in the 

South. But again, as at Marathon, the gods 

11 descended to protect their chosen home, and divine 

1^ hands, it was rumoured, hurled back the assailants 

^Bftom the Delphic shrine. Finally, a little later, 

jvsuccessivc Gallic hordes threaten the Greek cities 

IT in Asia Minor, and Attalus and Eumenes of Per- 

gamon stand forth in defence of Hellenic civilization 

and break the power of the barbarians. 

§ 37. Ideal representation in Art of the contests of 

Hellas against the non-Hellenic. 

I To the Greek, who was as familiar with his gods 
as with his fellow-citizens, these struggles, poetical, 
legendary, historical, were alt the same. In his 
idealizing vein he would make the fight of Zeus 
against the Giants just as real as the battle of 
Eumenes against the Gauls, and Achilles and 
Alexander of Macedon were to him twin heroes in 
their work and in their glory. All were incidents 
in the eternal and ever-renewed contest of light and 
darkness, order and violence, and the incidents of 
the fights against the Centaurs and Amazons are 
used to cover references to the historical struggle of 
L Hellas against Persia. This deep underlying idea 
M is for ever finding expression in some one or other 
■«f these forms. The victory over Persia inspued 
^Hndirectly aJJ r/ie monumental works of t\\e c\i\i:v\\- 
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nating period of Greek sculpture, yet we have to 
look closely to find any direct historical represen- 
tations of it in the arts of form. There was indeed 
a grand wall-picture in the Stoa Poikile at Athens 
representing the battle of Marathon, painted tq" 
Micon and Panzenus a generation after the event; 
but in sculpture, save perhaps in the frieze of the 
temple of Nik^ Apteros at Athens, the reference is 
always indirect, through some contest of Greeks 
and Trojans {as on the temple at i^gina) or of 
heroes against Centaurs and Amazons (as on the 
Parthenon, the temple of Zeus at Olympia and 
many a great shrine besides). The well-known 
figure of the Apollo Belvidere has been supposed 
to portray the god in the act of issuing forth from 
Delphi to defend in person his hallowed shrine 
against the Gauls. Attalus of Pergamon celebrates 
his victory by more or less matter-of-fact figures 
contending and dying barbarians, copies of whi< 
have come down to us, but Eumenes his succe; 
goes back to the old ideal style, and the whole gr; 
series of monumental compositions, the glory 
Hellenic art, closes with the splendid frieze froi 
Pet^amon (in the Berlin Museum), perhaps the 
most grandiloquent utterance of all sculpture, 
which the monarch records his defeat of the Gauls 
under the figure of the old traditional overthrow 
the invading Giants by the Olympian powers. 

§ 38. Ooncentration of the interest of these Goutestatl 
typical FrotagoniBts. 

In this way the Greeks, through these recogniw 
subjects or ' stock thenies' of sculpture, symbolic 
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a contest of eternal principles, that was as vital to 
them as the conceptions of medieval theology to 
the frescoists of Italy. 

True to the feeling for concentration already 
mentioned, and true also, as we shall see, to the 
genius of the sculptor's art, they personify these 
intending principles in a few individual protagon- 
ists. The battle is always going on between chosen 
bdividuals, a Hellene or Hellenic god or hero 
against Trojan or Giant or Centaur. The general 
mterest is embodied in the single personage, who 
thereupon becomes not a mere unit, but a bearer of 
the fortunes of his people, the representative of a 
class, or in a single word, a Type. 

g 39. The Trpes peopling the Hellenic world. 
After the clear conception of the Hellenic world 
s a whole and its ideal representation in the form.s 
just described, come the clear conception and the 
perfect plastic delineation of the various typical 
Krsonages who peopled that world. This is not 
&e place to attempt any enumeration of these 
typical personages, who meet us again and again in ; 
ttie great friezes and sculptured groups. The 
Mgni6cant fact is that such enumeration should 

1 even possible. It must be admitted that in 
the earlier as well as in the later phases of Hellenic 

there is a freedom in the choice of subjects 
3iat was not exercised by the sculptor during the 
culminating period. If we take only this central 
period of perfect maturity, extending from the time 
of Pericles to that of the immediate successors of 
Alexander, it would be possible to draw up a fa\T\Y 



«8 THE FESTIVAL 

complete list of alt the themes and all the persoi 
ages with which the artist cared to busy himsel 
It is well understood that the Greeks possessed 1 
strong vein of aristocratic exclusiveness, and onl 
deigned to give their attention to certain pha; 
huniian life. Man, as man, they would not recogniz 
but only man in special aspects and relations whic 
brought him within the charmed Hellenic circS 
Man as public servant of the state, as warrior, ■ 
trained athlete, as votary of intellectual cultui* 
they would recognize and portray, but no rooi 
was found in the circle for man as mechai^ 
or as servant, for such persons were not in ti 
true sense citizens, and could not enter into t& 
life of Hellas. 

§ 40. The Olympian Fantheon. 
Over the phases of human life thus exalted t 
honour there presided special guardian deities am 
heroes. Some were grave and business-like, such i 
Zeus, Athene, Hestia, exercising supervision ove 
politics and counsel and household economy and th 
domestic hearth. Athene and Ares were deiUe; 
of noble and of boisterous war. The gymnas 
invoked Hermes, Apollo was ever ready to leO' 
countenance to the dance and song. The softe 
emotions never rose in the heart without th 
prompting of Aphrodite, while Hera guarded th( 
marriage-couch. Nature had also her gods, wh( 
would meet a man when he went out into tl 
woods alone, or surrendered his soul to the my 
terious influence of the fields and hills. Dionysi 
and his train incorporated the teeming fruitfulne 
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f the world, and laid the spell of divine power 
pjipon the maddening wine ; 

'The Silent, and Sylvans, and Fauns, 
And the nymphs of the woods and waves' 

[filled with life all desert places of the earth. Then, 

Bless individualized, but of great social importance, 

piere certain abstract beings who had in charge 

constantly recurring situations of life, the best 

being Eros (love) and Nik^ (victory), 

■Lastly, some of the higher animals, notably the 

: and the lion, received, as it were, the rights 

citizenship, and became denizens of this 

ealously guarded Hellenic world. 

It was well said by Hegel, that the Greeks 

ever did anything greater than the creation of 

■the Olympian Pantheon, and, we may add, the 

reation of all these other varied types of which the J 

Conception was so clear and true. Of the manner J 

. which these were first formed and then 

resented in art, Ottfried Muller has written wellf 

1 passage revealing his intimate sympathy v 

: working of the Hellenic mind. ' The Greeks^'S 

says, 'were somehow so fortunate that long 

before art had arrived at external manifestation 

be genius of the people had prepared the way for 

fee artist, and formed beforehand the whole world 

The mystical element, so essential to 

sligion. in which we feel the divine exi.stence as 

lomething infinite and absolutely different from 

wmanity, although never completely banished 

Pfa thing not possible among a religious people) 

was however thrust into the background especially i 
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by poetry, which followed the path marked out 
it, fashioning everything more and more after 
analogy of human life. . . . When sculpture, 
its part, had improved so far as to seize 
external forms of life in their truth and fulness 
significance, there was nothing more required tJ 
to express those already individualized ideas in 
corresponding grandiose forms. ... If in these 
creations the established idea of the god as fixed 
in literature and popular belief, and also the 
exquisite sense of the Greeks for form, felt them- 
selves completely satisfied, normal images resulted, 
to which succeeding artists adhered with lively 
freedom . . . and there arose images of gods and 
heroes, which possessed not less internal truth 
and stability, than if the personages themselves 
had sat for their portraits.' ^ 

§41. The Characterization in Sculpture of the 
Types. 

The formation and the clear comprehension of 
the type was the work of Hellenic intelligence; 
its characterization in the most telling outward 
form was left to the artist, and we may observe 
of his achievement that he always displayed the 
essential idea of the type in the whole mien and 
countenance of his figure and not merely in 
attributes or accidents. In the childish period 
of the beginnings of sculpture noticed above 
(§ 32), the different gods and heroes were charac- 
terized by their familiar attributes, or their names 
were written beside them on the ground of the 

' Antienl Arl and its Rimiims, Eng. TrariE. % 347. 
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l.iclief. In the maturity of the art the use of these 

I bids to characterization was controlled by sound 

f Artistic tact, They are of course of value in giving 

I richness of detail in a composition, and no sculptor 

L could afford entirely to abandon their use. A 

I distinction was however made between accidental 

I attributes — often connected with the particular 

1 .personage for no intelligible reason — and essential 

I attributes where the connection is at once apparent. 

' For example the eagle, lordly of aspect, with its 

L borne in the upper air, at once takes its place as a 

[fitting companion for the king of gods and men. 

Nik6 naturally attends on the victorious Athene. 

she goddess of love and beauty holds delicately 

I flower in her finger-tips. Apoilo carries the 

)ow or lyre according to the particular side of 

flis character that is to be emphasized. Such 

' attributes are always in place, but the Greek 

sculptor never placed too much reliance on them. 

The winsome grace of Aphrodite, the splendour 

||2nd swiftness of Apollo, were displayed in thi 

Tirhole pose and action of the forms. The softl^ 

fffeminate lineaments of Dionysus needed 

■own of vine-leaves for their identification. The! 

Ecus of Pheidias at Olympia was not known by 

*ptre and olive crown, but by the majesty that 

upon his brow, and revealed to the awe-struclc 

Worshipper 'the guardian deity of a united 

Hellas , . . the giver of life and breath and 

111 good things, the common father and saviour 

ind protector of men.' ^ 

' Dion Chiysoatom, Oral, 74, ^. 412. 
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§ 42. Maintenance of the essential character of the 
Types through variations. 

Such were the ' normal images ' of the person- 
ages of the Hellenic world of which Ottfried 
Miiller writes, and it must now be observed that 
when these types were once satisfactorily formed, 
subsequent artists adhered to them, as he phrases 
it, ' with lively freedom.' This side of the matter 
is as important as the one we have been 
considering. That there should be a certain 
flexibility about the character of the particular 
personage whose normal image was thus fixed, is 
as essential as it is that the character should be 
substantially based on reason. Had it admitted 
of no variation and the type been frozen in 
unyielding lines, a stony hardness would have 
seized and stiffened the beautiful body of Hellenic 
art, and Greek gods and goddesses have become 
as stereotyped and lifeless as the beast-headed 
divinities of Egypt. The Greeks were saved from 
this danger because the conceptions formed in the 
popular mind, on which the sculptured types were 
based, admitted of variation, in different localities 
and epochs, or under the influence of successive 
poets and moralists. Athene, one of the simplest 
as well as perhaps the noblest of all these 
creations of the national imagination, appeared in 
more than one aspect. Goddess at one time of 
righteous war, at another she appeared as patroness 
of all the household arts of her own sex, and 
blessed the spindle as well as the spear. Apollo 
in like manner could lay aside his bow and grasp 
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the IjTC. Zeus wore a benign as well as a 

(hreatening front. The varying conception of 

Aphrodite— one of the subtlest of all — passed 

through many phases celestial and earthly, and 

gave occasion for the finest characterization. Yet 

with all this variety and play of life around the 

characters, each remained at heart a single being. 

Athene never ceased to be the stainless vigilant 

poul, dwelling like a star apart but quick to dart 

influence on every noble earthly thing. 

polio always preserves a certain scornful aristo- 

itic purism, whether he is dealing death by his 

lafts, setting the Muses to dance to his lyre, or 

irsuing fair maids along the I'eneus, The 

ijesty of Zeus alters no more than does the 

arm of Aphrodite. When this goddess dons 

T raiment — as in the beautiful relief on the base 

the Barberini candelabrum in the Vatican— a 

ittering end of drapery betrays the heart within 

at dances lightly to the music of love. Naked, 

a form of noble dignity or of softly alluring 

■ace, she yet wears as her vesture an unearthly 

iauty that daunts the profane. On a face 

at may vary from the austere simplicity 

e Venus of Milo to the sympathetic loveliness 

the small head found at Olympia, there 

always that melting, softiy-swimming eye 

at Lucian praises,' the effect of which is due 

D a certain slight elevation of the inner corner 

f the lower eyelid— an unfailing mark of the 

aphrodite type. 
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§ i3. Flexibility of the Types in the Iiandfl 
of the Sculptors. 

The Greek sculptors took full advantage of; 
opportunities thus offered, and, within limits 
they knew well how to recognize, they alli 
themselves to make variations of their owo| 
the popular types. Thus Praxiteles, in whom; 
intellectual refinement of Hellenic art found 
best exponent, took up the Satyr type and j 
duced the most delicate modifications of 
single well-understood idea. His ideal of E 
Love, was the subtle one of a slender youtS 
whom incipient maturity was as yet only a j 
turbing dream — an ideal later on to be vulgarj 
into the chubby Cupid of the decadence of, 
His elder contemporary Scopas divided the sii 
idea of Love, and in a group of three person^ 
the passion in a triple aspect. He let , 
imagination brood over the sea and peopled, 
depths with naiads and tritons in whose as| 
he strove to incorporate the wildness, the yi 
ing, the melancholy of the waves. To the nyi 
and bacchanals, that before his time had i 
merely graceful female shapes without special cl 
acter, he gave individual traits that correspooi 
to their diverse haunts and diverse occupation 
wood and field, In the later Alexandrine j 
fresh figures appear upon the scene, and i 
artistic ideals, though a little frigid and artiS 
beside the old, testify to the long survival ofj 
creative force of Greek artistic genius, Thi 
the work of the statuary had been, a; 
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' seen, prepared for him beforehand by the popular 
intelligence, j'et his own artistic individuality 
Lcould still have its field of exercise : the artist 
i still an originator though at the same time 
t mouthpiece of his people. 

mf % 44. Winckelmann on the ClaraicaJ IdeaL 

It was the omission to recognize to the full this 
element in Greek sculpture that led into a certain 
imount of error the justly famous Winckelmann. 
Winckelmann was the first of the moderns who 
brought to bear upon the remains of ancient art a 
combination of scholarly feeling and enthusiasm, 
and this made his History of Ancient Art, pub- 
lished about the middle of the i8th century, the 
commencement of the present fruitful era of 
irchjeology and art-criticism.' A man of distinct 
original genius, he writes about his theme with a 
CLTtain warmth of rapture and personal self- 
rrender to the ideal of Beauty, which as he tells 
seemed to beckon ' to him^ from the buried 
lories of Hellas, About this beauty he theorizes 
the effect that in its perfection it would be likes J 
spring water, with no individual character-4^ 
Istics, just as clear water has no taste.' Accord-' 
ing to this, beauty would be something general 1 
.and abstract, only belonging to an object without y 
qualities to give it individuality, and 
'inckelmann thinks that the Greeks aimed at 
:uring ideal beauty in their creations by making 
as general as possible. He suggests that 
Ei^lish Translution by Lodge, Boston, iBSo; Lond. iSSi. 
Lodge's TraJislalioo, 1. p. 302. 'Ibid. p. 311. 
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they united in a single figure characteristics 
belonging to different individuals, and even those 
belonging to the two sexes. ' Those wise artists, 
the ancients, acted as a skilful gardener does, who 
ingrafts different shoots of excellent sorts upon 
the same stock.'* 'This ideal consists in the in- 
corporation of the forms of prolonged youth in the 
female sex with the masculine forms of a beautiful 
young man,'* The view that ideal beauty de- 
pends on selection, combination, and the omission 
of individualizing details has much truth, but 
Winckelmann carries it too far. The conditions 
of beauty in the plastic art will form the theme of 
our study in .succeeding chapters, but it may be 
said here, that one of these conditions undoubtedly 
is the absence of any too strongly emphasized 
individual features. These sculpturesque types 
which we have been considering are as we have 
seen on the whole of a general character, and so 
admitted of representation under the form of 
beauty. It would be a great mistake however to 
imagine that all which is required for ideal beauty 
is this process of generalizing. Winckelmann does 
not appear sufficiently to have noted the fact that 
if the generalizing process be carried too far, the 
work becomes abstract and void of interest, 
neither beautiful nor ideal in the best sense of 
the words. The comparison to pure water is mis- 
leading. Pure water is doubtless better than that 
which has hue and taste, but a colourless and 
insipid beauty is not beauty at all — it is simply 
uninteresting. In other words a certain amount 
^ Ibid, p, 314. '' [bid. p. 318. 



SUPREMACY OF GREEK SCULPTURE 97 

bf individual character is needed to give life and 
■interest to a representation, and this amount the 
^^reek artist was always careful to retain. One 
ping specially remarkable in his work is his tact 
I stopping the generalizing process at the proper 
nt. and never allowing the representation to 
rcoine abstract and unreal. He generalized, that 
to say, until he secured certain well-marked 
^pes, but he did not go on to merge all these 
3 into one. Each form was individual in its 
prce and freshness and look of reality, but general 
I that, as we now know, it was not a mere por- 
jait or character-study from nature, but the pre- 
■ntment of a typical personage of the Hellenic 
brld. 

[ § 45. True meaning of ' Ideal ' in connection with 
Oreek Art. 

If we choose to employ the word 'ideal' in 

I relation to Greek sculpture it must be in the sense 

I already indicated. The representations we have 

«n dealing with were ' ideal ' because they were 

f types worked out in the intellectual region and 

instituted in thought, as ideas, before they came 

under the cognizance of the artist. It was the 

underlying basis of thought, rather than this 

artificial process of generalizing suggested by 

Winckelmann, that gave an ideal stamp to the 

creations of Hellenic art, 

g 46. Supremacy of the Qreek Scnlptors. 

The Greek sculptors were as supreme in their 

intellectual strength as in their fine sense ot 
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formal beauty. All other artists have bed 
to them in this respect but children. Ev( 
about the efforts of the greatest men i 
the Italian Renaissance there is somethin 
tentative and vague, when we compare th< 
with the majestic achievements of the Greek 
No other artists have understood so well ; 
they, that the outward appearance of anythii 
constituted by reason must be essentially relab 
to its inner character, or have contrived so w( 
that that character should be read in the mo 
complete and lucid manner in the form. Henc 
their creations invite a far more close and pr 
longed scrutiny than any other works of art < 
any epoch. There is more thought, niore woi 
in them ; they unite more perfectly the intere 
of individual personality with the elevation ar 
selectness of a type. 

§ 17. Scnlptnre the expression of the Greek moral Ida 

There is a long interval between these fuli] 

evolved organic products of Greek art 

maturity, and the spontaneous outflow of popula 

excitement in the rustic festival, but they are onl 

the extreme limits of a course of developmoi 

which went on smoothly and unchecked. Out of tfi 

common celebration of the earliest ages, religioi 

tribal, domestic, grew up the institutions and ide 

of later and more civilized times, and as the peopi 

advanced in intellectual stature they took stock 

' these social meetings of all that had been gaini 

! Hence art in every form was as closely related 

I the festival in the days of Demosthenes as in th( 
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f Homer, and expressed with equal completeness 
2 common ideals. Of all festal sites none was 
tore in honour than Delphi, the religious centre 
" Greece, the shrine of art, the home of poetry 
1 of the Muses. Within the porch of the great 
btional temple at Delphi were written four words 
exactly expressed the Hellenic idea of 
These formed the tivo famous mottoes yviiSt 
Mi/ToV 'Know Thyself and /xri^ev a-yuf 'In All 
hings Moderation.' ' Comprehend your own 
pture' was the meaning of the mottoes, 'and 
: always by the dictates of the highest part of 
r letting self-will or passion throw you off 
ur balance or lead you to extremes.' Such was 
Re type of character that poets described, philo- 
sophers tried to inculcate and artists strove to 
express in their bronze and marble. Wherever 
in monumental sculpture the human form is por- 
trayed, it has this unvarying character of dignity, 
thoughtfulness and self-control. The sculptor was 
not only the mouthpiece of the childish fancies of 
the people, but of its highest aspirations its most 
mature ideals. 
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§ i8. Survival of tie Pestival in early Christian % 

The social customs of the ancient world were 
abrogated by Christianity, save in so far ; 
were glaringly opposed to its moral standa 
was the policy of the Church rather to incorpt 
these institutions in its own system, 
Christian turn to what in its origin was eitfc 
distinctly Pagan or Jewish, or else was rooted 
the common instincts of humanity. Of this If 
kind was the festival, and we are not surprise 
find that the old classical festivals lived on i 
the patronage of Christian Saints, or were t 
nected with the periodical events of the Christi 
year. To this day, indeed, in the south of Euro] 
it is easy to discern a classical origin for ma 
curious customs of the ' Feste ' to which the p 
themselves have lost the key. 

g 49. and of its influence in Btimulating Art. J 

Art, that had seryed classical religion so i 
freely proffered her services to the new faith. 
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t tact of the Churchmen easily detached it from 
It immoral associations and gave it worthy tasks 
> perform in Christian service. The classical 
Itist had learned both to provide the temporary 
^aratus for the festivals, and to perpetuate in 
pnuments the feelings which gave them birth. 
Christian feast, of common ecclesiastical 
nificance, or in memory of some local saint or 
demanded similar apparatus and com- 
^moration, and these were supplied at first very 
ich on the old classical lines. The Church 
^ed on the well-known Horatian maxim, and 
sought to stimulate the minds of her children 
through their eyes as well as their ears. ' At a 
very early period,' says a recent writer '^certainly 
already in the fifth century — ' it was usual to 
increase the attractions of public worship on 
spedal occasions by living pictures illustrating 
the gospel narrative and accompanied by songs ; 
and thus a certain amount of action gradually 
introduced itself into the service.' A sacred 
drama, on classical models, on the Passion of 
Christ CKpiTTo^ vda-)((oi') is generally included 
under the works of Gregory Nazianzen, and the 
Mysteries or miracle-plays grew to be settled 
institutions of the early medieval period. The 
Passion-play at Ober- Ammergau, though not 
really itself of medieval origin, is a revival of a 
medieval tradition that had been fruitful in artistic 
inspiration from early Christian times. 

iProf. A. W. Ward, in £iity. Bril., gih ed. Art. 'Diama, 
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§ 60. How ChrlBtian Painting began. 

Permanent representations were soon demanded 
and we obtain an interesting glimpse of the be- 
ginnings of the most important form of Christian 
painting in the writings of Paulinus of Nola, from 
the early years of the fifth century. Paulinus as 
Bishop had to take care for the education and 
conduct of his flock, and observed with concern 
that when the people came together to celebrate 
the festival of the patron saint of his church, they 
fell to feasting and dancing to wile away the long 
hours of vigil, or the intervals between the religious 
services. Hence he conceived the design of cover- 
ing the walls of the church with sacred pictures of 
an attractive and edifying kind, in the hope that, 
as he expresses it, ' the forms and colours might 
seize upon the astonished minds of the country 
folk.' ' Above the designs,' he continues, ' are 
placed their titles, so that the written word 
explains what the hand has portrayed. There, 
while the whole multitude in turn point out the 
pictures one to another, or go over them by them- 
selves, they are less quick than before to think o£ 
feasting, and feed with their eyes instead of witlfe 
their lips. In this way, while in wonder at the 
paintings they forget their hunger, a better habilS 
lays gradual hold on them, and as they read thC! 
sacred histories they learn from pious examples 
how honourable are holy deeds, and how satisfy- 
ing to thirst is sobriety." The passage — a mosfl 
instructive one for the didactic element in Christiar" 
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:nds with some examples of lessons to be 
,wn from supposed pictures of Old Testament 

In this way the mark of the Church was set 
x>n the work of the mural painter, who was 
lUght from this time forward to act up to the 
■ofession, put by Vasari into the mouth of an 
trly Florentine artist,^ that ' by painting saints, 
>th men and women, he would thereby render 
len better and more devout.' In this spirit the 
hurch demanded not only stories from the Old 
id New Testament, and from the lives of saints, 
also the great scenes which were to round off 

: shows of this world and the fashion of it, the 

1st Judgment, Paradise, and the Inferno. The 
[presentation of these scenes became a tradition 
' Christian art that was fully established by the 
all an Masters at the time of the revival of 
ainting at the close of the thirteenth century, 
movement which then took place did not 
volve the creation of new types or new scenes, 
tcept in those cases when a fresh saint with his 
"cle, like St. Francis, had appeared upon the 
In all the stock -subjects, Cimabue and 
uccio and Giotto had inherited from the earlier 
i of medieval art certain traditional modes of 
xidering, which we find in MS. illuminations, in 

: Romanesque wall-paintings of Germany, and 
. the Ml Athos Hand-book. 

Vasui, Optre, ed. Miknesi, Flrenze, 1S7S etc. i. p. 501, Vita 
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§ 61. The Florentines as representmg medieval 
Cnltore and Art. 

The secret of the brilliant development of 
painting in Italy from this time onwards was the 
general stirring of new life, originating perhaps in 
the Crusades, which sent the blood coursing with 
quick pulsation through every artery of the stale. 
This quickening was felt very early at Florence, 
whose citizens in the thirteenth century are 
described in a 'mot' attributed to Boniface VIII 
as ' the fifth element,' so ubiquitous were they and 
versatile ; it was therefore natural that the Floren- 
tines should excel the other Italians in the vivid- 
ness and force with which they could realize this 
outward side of medieval religion, and embody it 
first in actual scenic representations, and then in 
the permanent form of the mural fresco. 

g 52. The Florentine Fageant and Mystsry-play. 
The value of the mysteries and pageants as an 
element in the inception and development of 
monumental painting can best be studied among 
this gifted people, who carried both forms of 2 
to a higher level than they have ever elsewheit 
attained. Keenly intellectual, they tolerated i 
merely senseless shows and confused represent^ 
tions, and though their artistic allegories, like thj 
literary ones of Dante, might require some cot 
siderable wit to read, yet they were careful 
everything presented should have some definin 
meaning, and should play its appointed part i 
some larger unity. Jacob Burckhardt dwells c 
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the superiority in this respect of Italian pageants 
over tliose that were so abundant north of the 
Alps,' and in Italy itself the Florentines were so 
generally recognized as leaders, that they were 
consulted by other cities or courts as professional 
experts or 'festaiuoH' in all kinds of mummery. 
Although some priest or some learned classicist 
might originate the scheme of a pageant, it was 
the artists who had to carry it out, and they used 
in the process a vast amount of feigned or 
temporary architecture and of sculpture in clay or 
plaster, as well as of painting and gilding on 
woodwork, panel and canvas. Frameworks of 
iron and timber, of cardboard and cloth, had to be 
put together and finished over with a coating of 
wax, attributes to be prepared for saints and 
allegorical personages, and masks to be painted, 

§ 53. Effect of these on Art. 
It was not so much the actual employment 
thus given that told on the artist, as the oppor-, 
tunity he had for the study of the subjects whicl 
came before him in his business of a frcscoist. Iti 
this way it came about that ' the Italian festival inT 
its fully developed form became in reality an ] 
intermediate stage, making easy the transition 
from actual life to art.' ^ 

It was so because, to a people of such lively 
imagination, these celebrations, though make- 
believe, were well-nigh as real as work, traffic or 
irar. The world of ideas was familiar to them, 

'Dit Cullurder lienaissniiie in Italien, Basel, 1B60, p. 403. 
' Bnrckhttrdt, iHd. p. 40c, 
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and in the freedom and exhilaration of the festival 
they sought to embody these ideas, however 
crudely, in material form. Later on it would be 
for the painter to reiine and beautify these forms, 
to fill them more full of significance, and fix them 
as a permanent memorial on wall or panel ; but 
for the moment the fancy leapt forth to concrete 
act before the tardy pencil of the painter could 
find for it the chosen and appropriate shape, and 
this helped him incalculably. He could rehearse, 
as it were, his compositions, noting the harmony 
or discord resulting from this or that arrangement 
of figures or details, the vivid effect of this or that 
unexpected touch of life ; he could recognize what 
was appropriate in action or gesture, what was 
the value in a scene of a crowded mass and the 
value of an isolated single figure, and in every way 
consolidate and make clear his artistic perception 
of how to render a theme with the most life-like 
and forcible directness. And how ample were the 
means of study thus afforded ! There is not one 
of the stock subjects of the Italian frescoist that 
might not be seen presented in actual show in 
some pageant or representation ('rappresentazione') 
and of more out-of-the-way themes not one for 
which studies would not be made by any painter 
who could use aright his memory or his tablets. 

g 54. Bekearsal of artigtic subjects in tlie Pageants. 

To take a single illustration. What subject 
was more delightful to the ' quattrocentisti ' artists 
than the Adoration of the Magi ? To it they lent 
their full strength. Plate IV shows the picture of 
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the scene by Gentile da Fabriatio (in the Academy 
at Florence}, an epoch-making work in the early 
years of the fifteenth century, while the same 
subject treated by Benozzo Gozzoli in the chapel 
of the Riccardi Palace is one of the most delight- 
ful pieces of decorative art of the whole period. 
We notice in Plate IV the realistic dresses and 
accoutrements, the strange oriental beasts, the 
varied bye-play of the swarming retainers, and 
these were not merely imagined by the artist but 
had actually been part of his experience. For 
this incident of the Magi, like all the rest of the 
sacred themes, before the fifteenth-century painters 
took it in hand, had been made the occasion of 
a rappresentazione which left the frescoists really 
nothing to do but to copy what they had seen 
before their very eyes. Here is the literal account 
from a trustworthy authority of what might have 
been witnessed in the streets of Milan in the year 
1336 on the anniversary of the Feast of the 
Epiphany. Issuing probably from the enclosed 
Atrium of Sant' Ambrogio — an excellent place 
to arrange a pageant — there appear before the 
spectators the very three kings themselves, robed 
and crowned on their palfreys and surrounded by 
their attendants leading along the sumpter mules. 
golden star glides in the air before them and 
arshals them through the streets to the ancient 
ilumns in front of San Lorenzo, where has been 
Set up a tableau of Herod the king in the midst 
of his scribes and wise men. ' There they inter- 
rogated king Herod as to where Christ should be 
jom, and having turned over many books, the 
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scribes answered that he should be born in the 
city of Bethlehem hard by Jerusalem. And when 
they heard this, those three kings, crowned with 
golden crowns and holding in their hands golden 
cups with gold and frankincense and myrrhj 
preceded still by the celestial star, and followed 
by their sumpter mules and all their train with 
trumpets sounding and hornblowers going before,, 
and men leading along apes and baboons and all 
kinds of outlandish beasts, in the midst of a- 
wondrous concourse of the folk, came at length 
to the church of Sant' Eustorgio, Here by I 
side of the high altar was the Holy Stable with: 
the ox and the ass, and within it Christ as infant 
in the arms of his Virgin Mother, Then those 
kings offered to Christ their gifts, and afterwards 
appeared to sleep, when an angel came to them 
and bade them not return by San Lorenzo but by 
the Roman gate, and this they straightway did.'' 

§ 55. The artist studies from tlie Pageants. 
It needs only a moment's reflection on a 
description like the foregoing to realize the 
immense influence on Italian painting of these 
mimic shows. The whole character of that phase 
of art, as we shall presently see, was dependent 
on the conditions under which it flourished. Its 
exuberant life, its outwardness, its general want of 
true religious depth and earnestness (which are 
exceptional when they appear), its passion for 
large scenes crowded with figures and glittering 

' Guttlveneus ile la. Flamma, in Mutalori, Rerum Italicamm 
Stripieres, Milan, t728, lorn, Xll, col. 1017. 
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nrith ' properties,' — all in fact that gives it for us 
its perennial charm, is just the crystallization, so 

jO say, of the elements that floated so freely about 
Le Italy of the Kesta and the Carnival. The 
mnection is so patent that direct evidence is 
irdly needed, yet the following may be worth 
cording. Delia Valle in his Lettere Sanesi 

^ra le belle Arti^ in describing a picture of the 
assacre of the Innocents painted in 1491 by 
!atteo Giovanni of Siena, explains the evident 
scination of this scene for the painters and the 
jblic of the time, by the fact that, as he was 
iformed by a book in his possession published in 

liena early in the sixteenth century, representa- 

lons of this and similar sacred incidents were 
ant ' to be performed in the churches on certain 
ilemn occasions for the entertainment of the 
jople,' and he adds that the scenes were 
'idently played in a manr\er more forcible than 

legant, and ended sometimes with a touch of 
ffoonery. 

j 56. Characteristic illnstiations of the Florentine 
Pageants. 

The importance of this side of the artistic life 
f the time, to which justice has not always been 
lone, is so great as to excuse a somewhat ex- 
ended treatment. A few pages may accordinglj' 
petl be occupied by an account of the different 
ands of pageant and representation, both religious 
ind classical, which flourished during the golden 
leriod of Italian painting. To begin with the 
'Rom», J7S6, 111. p. saf. - 
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strictly religious devices. These may stagger t 
at 6rst by their freedom, but let us remember thai 
the Italian rappresentazioni were at any rate sooH 
redeemed from the medieval coarseness 
clumsiness which clung to them so much longi 
north of the Alps. We cannot imagine a pageanl 
devised by a Brunelleschi as other than daintily 
rendered, however venturesome may seem 
choice of theme. Reverence, it need not be s 
was never the gift of the Italians, and Brunelleschi'i 
daring device, known as the Paradise of Sai 
Felice in Piazza, represented nothing less 
than the Annunciation in the presence of all th* 
celestial powers. Vasari gives us a full descrip 
tion of this to which the reader is accordingljj 
referred.' We see therein how realistically reni 
dered was the whole scene, which included ■ 
Virgin Mary, the archangel Gabriel, the ang< 
choir, and even the form of the Almighty himse 
enthroned on high ; and we may ask, What is t 
difference between a representation such as this, 
and those numerous wall-paintings in tall spaces 
arched above, where we see up aloft the Powers of 
Heaven on the clouds, and in mid-air a ring of ■ 
cherubs singing, as Luini has painted them i 
upper part of his fresco of the Adoration 
the Magi at Saronno, while below takes place tha^ 
sacred event ? The painting has selectness in thtf 
forms and concentration and permanence, 
the pageant, we maybe sure, had beauty and even 
a certain thrilling impress! veness. impressive to 
in a different way was another 'Old Florentine'! 

' Optre, (A. Milaiieai, ii. p. 37; ff. Mia di Fitippa BmHeiUschi. 
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rappresentazione of which Villani gives us the 
notice. It was in the year of grace 1304 that 
word was passed round Florence that all who 
wished to learn some news of the other world were 
to assemble on the Calends of May upon the 
Carraja Bridge and along the Arno. There sure 
enough was to be seen arranged on sundry barges 
most fearsome pageant of the nether regions 
wherein were demons innumerable, ' horrible to 
and the naked souls of the condemned 
roasted with fire and flayed in truly Dantesque 
£ishion. The show was arranged by painters^ 
and was given by one of the districts of Florence. 
So great was the concourse of people that the old 
timber bridge broke down and many perished in 
the Amo — about whom the grim jest went round 
the city, that they had got what they expected, 
but were now seeing rather more of what goes on 
in the other world than they had bargained for.* 

gG7. Dramatization of the scenes of the Passion of 
OhriBt. 

The importance of scenes from the Passion of 
Christ in the mystery-plays is well known, and we 
should expect them to be worked up with Italian 
*efinement in the Tuscan cities. We should 
hardly have been prepared however for the sight 
a performer who represented the person of the 
Saviour, with body undraped save for the loin 
:loth, with the crown of thorns upon his head and 
With the flesh so painted as to look as if it had 

(■ BuonamicB Buffalmaicc. 
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sweated blood. Yet such a figure, holding a cross 
on which it was made to appear that he had been 
suspended, was a conspicuous figure in one of the 
most magnificent church pageants recorded in 
the fifteenth century— the festival of the Corpus 
Christi, celebrated by Pius II at Viterbo in 1462. 
On this occasion the streets and places were 
divided out among the cardinals and other church 
dignitaries, who first adorned them with incredible 
magnificence and then arranged along them on 
stages various sacred tableaux and performances. 
There was the form of Christ recumbent beneath 
an altar, played by a youth who feigned to draw 
from his side a chalice full of the sacred blood, 
while a choir of winged angels chanted holy strains 
and clouds of incense arose into the air. A little 
further might have been seen a tableau of the 
Last Supper. Then for a change a space of the 
way was occupied not by a scenic show but by 
rich hangings, on which cunning weavers had 
depicted sacred stories in the HvcHest colours, A 
bustling display followed. Here was a terrific 
dragon surrounded by a troop of imps of dark- 
ness, but as the chariot of the Pope approached 
in the procession, an armed warrior representing 
St, Michael decapitated the dragon, whereupon 
all the demons fled with a horrid barking. In 
the midst of the marketplace there appeared the 
sepulchre of our Lord, with soldiers in armour 
stretched out in sleep as if they were dead, and 
angel guards watching ' that the chamber of the 
celestial bridegroom be not violated.' When the 
Pope reached the spot ' behold suddenly as it 
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Brere from heaven there flew down by the aid of 

^B rope, a youth of most beauteous form winged 

^Bike an angel, who with the mien of a seraph 

Hnade inclination to the Prince and then in divine 

^■ccents sang a hymn announcing the coming 

HResurrection of the Lord. There was a great 

^■Elence, no one uttered a word : all listened en> 

^pranced, as if it were the thing itself that were being 

^Bone and this were in very truth a messenger from 

^■eaven.' Then suddenly arose lightnings and 

^Blunder, the sleeping soldiers started up, but 

^Kcoiled in terror as there appeared issuing from 

^Bie tomb the risen Saviour, crowned and holding 

^Bie banner of the Cross, The culmination of the 

Birhole was the performance, in the grand Piazza, 

of the Assumption of the Virgin arranged in the 

following way. Below was the tomb, but on the 

top of some houses hard by was set out the court 

of the celestial king, ' where was seated God in 

majesty, with tlie choirs of the holy angels, and 

blazing stars, and all the joys of heavenly glory.' 

' The divine offices were then performed in the 

Piazza amidst the deep devotion of the people ; 

the Cardinal of St. Mark celebrated mass, the 

Pope blessed the multitude. Then, behold, a 

youth representing an angel announced in 

sweetest strains the Virgin's approaching assump- 

tioru Thereupon the tomb opened, and there 

appeared a most lovely maiden sustained by the 

hands of angels, who proceeded to loosen and let 

fall her girdle, and then with joyful mien and 

singing sweetly was taken up into heaven. There 

~Jier Son came forward to meet her ; he kissed ^ 
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her on the forehead, presented her to the Eternal 
Father and set her down upon his own right 
hand. Then chanted the celestial hosts, and 
touched their instruments of music, and all heaven 
was full of joyful smiles and gladness.' ^ 

§ 58. The religious and secular ' Trinmpha.' 

A special form of the religious pageant was 
the so-called 'Trionfo' or procession, in which 
appeared masked and costumed mummers repre- 
senting sacred personages or allegorical beings, as 
well as cars elaborately adorned with symbolical 
trappings and bearing along groups of persons 
or set pieces got up with accessories and back- 
grounds. From Early Christian times processions 
had formed a part of the services in the great 
churches, and had not been without their dramatic 
elements. The ' triumph ' was the same thing on 
an extended scale and in the open air. Dante 
was not drawing wholly on his imagination when 
he describes the triumphal procession of Beatrice 
in the Purgatorio^^ in which appeared the four 
and twenty elders, the four beasts, the three 
Christian and four cardinal virtues together with 
various saints. He had no doubt seen such 
performances, and if the memory of them gave 
distinctness to his description, it must have 
influenced in the same way the frescoists when 
they came to adorn their friezes with long lines 
I of sacred personages. But the sacred triumph 
was rivalled in later times by the more secular 

I ' Pius II, Cantmetiiarii, Romie, 1J84, L. viii. p. 384 ff. 

^^^ 'uii. 43— XXI. 



THE TRIUMPH SACRED AND PROFANE 115 

(wocessions imitating Roman triumphs, which 
came into vogue with the revival of classical 
studies, and which again furnished congenial 
artistic themes to painters like Mantegna.' In 
Florence, on the occasion of the visit of Pope Leo X, 
Lorenzo the Magnificent represented the triumph 
of Paulus yEmilius, followed by that of Camillus. 
These two processions were both arranged 
and furnished forth by the painter Francesco 
Granacci, under the skilled direction of Lorenzo 
himself and of the learned Jacopo Nardi." In 
the life of Jacopo da Pontormo by Vasari the 
reader will find elaborate descriptions of the rival 
pageants prepared for the Florentine carnival of 
1513 to celebrate the election of a Medici to the 
Papal Chair.^ The most learned scholars racked 
their brains for suitable classical representations 
to fit the humanistic taste of the times, and 
dressed them out with all the wealth of allegorical 
allusion at their command. A staff of artists and 
craftsmen of all kinds — architects, modellers, 
painters, gilders, costumiers, inscription writers, 
Qieatrical makers-up, carpenters, smiths — was kept 
hard at work carrying out the designs, and 
though the whole thing may appear to us to be 
lather overladen, the splendour and richness of it 
must have passed all bounds. The chariot of 
•fte Age of Gold, to take one item only, was 
-adorned with figures in relief by Baccio Bandi- 

MftQtegna's Tiiumph of Julius Cxs3.[ a.t Hampton Court is just 
■ painler's rendering of one of these acCnal Trionfi, 
*V«saii, V. p. 340 f. Vifa di Francesce Granaid. 
' lUd. v:. p. 250 ff. Vila di/aeapo da Fonlermo. ^ 
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nelli, and by Pontormo with paintings. In the ^ 
midst of the car was a globe as of the woiid, 
with a prostrate figure of a man in rusty armour 
lying on it, to represent the dead age of iroa 
The armour was however cleft, and from the 
6ssure there proceeded the naked figure of a 
child, gilded all over to convey the idea of a 
new age of gold reviving. The gilded child was 
a baker's boy hired for ten scudi, and the \ 
formance unhappily killed him. 

No sooner had humanistic studies so far i 
tablished themselves as to relegate to the I 
ground the old religious representations, 
alt the enei^ies of the festaiuoli were devoted I 
the contrivance and arrangement of processioi 
of a classical and allegorical order. They 
accompanied by singers whose strains served i 
a program or description of the show, and 
glance through Grazzini's published collection of 
these poems ' will, with the help of a lively 
imagination, suffice to fill for us the streets i 
Florence with pageants gay or gloomy, gracefli 
or rollicking, in which all the heterogeneoi 
elements of the culture of an age of transitioi 
jostled one another in the most admired col 
fusion. Grazzini's collection opens with the s 
for the triumph of Bacchus and Ariadne ascribi 
to Lorenzo de' Medici himself, and the verses b 
us behold the amorous pair in their chariot, I 
with Nymphs and the little Satyrs their loved 
and followed by Silenus with all the Dionysn 



' T3i»i i Trionfi , . . , 
■iCosmopoIi (Lucca), 1750, 



uacialescAi. edited by Grai 
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tout. Other poems introduce us to spectacles 
whimsical and tragic, satirical or charming, such 
the show of ' monks loose from their convent,' 
'the poor asking for alms,' of ' the condemned 
touls,' of ' devils,' of ' the blest from Paradise ' ; of 
countrymen crying all kinds of fruit' (with covert 
.llusions) ; of ' the seasons,' ' the sciences,' ' the 
Hrtues,' ' the planets ' ; of ' young wives and old 
lUsbands' ; of 'the painters,' 'the shoemakers,' 
the muleteers ' ; of ' the elements,' ' the summer,' 
the snow'; while the list of the giddy revels 
may fitly close with the elaborate pageant of the 
car of Death described by Vasari,^ that was 
accompanied by singers disguised as corpses who 
chanted out a lay by Alamanni with the doleful 
refrain- — 

' Penitence and pain and grief 
Rend all hearts without relief, 
Penitence and grief we cry 
This funereal company. 

Like to us ye soon shall be.' 

iB9. Fntal aspect of the artist's general surTDUiidiiigfl 
at Florence. 

Apart however from the formal representations, 
lugh which, as we have seen, the artist's work 
more than half done for him before he had 
even set charcoal to paper for his cartoons, there 
was the general atmosphere of the festival, and 
fterefore of art, which filled every place and 
acted as a constant and powerful stimulus to 
the creative fancy. It was not the set-piece 

' Optrt, IV. p. 134, Vila di PUro di Casitiia. 
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alone, but the sudden unpremeditated explosion 
of the festal fire, that made the Florence of Dante 
and the Florence of Lorenzo so prolific in her 
special forms of art. Then, as a recent historian 
of the City exclaims, 'every spectacle was a fete, 
and there was nothing that was not made a 
spectacle — a picture to be looked at in the 
painter's workshop, a betrothal, a wedding, the 
taking of the habit by a novice, the first mass 
of a priest, the last rites for the dead, a popular 
assembly, the election of magistrates, their entry 
into office, the march-out or return of the army, 
the arrival or departure of distinguished guests — 
for all alike the bells rang out a festal peal 
and the people ran together at their clamorous 
summons.' ' One would fain have seen those 
youths crowned with flowers, who marched on 
May-day through the streets in the train of one 
fairest 6f them all who enacted the god of 
love;^ or that sumptuous wedding in the 
Adimari family on June 22, 1420, when the 
Piazza San Giovanni was canopied all over with 
red and white cloth, and beneath it the cavaliers 
and ladies bidden to the feast, all in gold and 
pearls and ermine, were dancing hand in hand, 
as we may see them dance to-day in Lorenzetti's 
fresco of the City at Peace in the Palazzo 
Pubblico at Siena,^ All such private f&tes were 
however cast into the shade by the great popular 
festival of San Giovanni held yearly on June 24 



' Perrens, Hisloire dt Florenci, Paris, 1877, in. p. 394. 

"In 1183, Vaiam, vii. 89, 

* V Osurvalaic Fiortntino, Fitenit, 1777, LI. pi. I 
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when the Arti, or Trade-guilds, the nobles, the 
political factions, the different quarters of 
the city, used to combine to form companies 
of revellers or to display pageants. We are 
fortunate in possessing from the pen of the 
historian Goro Dati, who was born in 1363, an 
elaborate account of the celebrations of San 
Giovanni as witnessed in his time. A translation 
of part of this may be fitly included in the 
present chapter. It is a document which, in spite 
of its diffuseness, the reader will not be sorry 
to possess, as the very garrulity of the enthusiastic 
annalist bears testimony to the impression made 
by the rich and brilliant display.^ 

§ 60. A fonrteoiith-ceiitarT deBcription of the Florentine 
FeBtival of San Qiovanni. 

'When comes the time of spring, which makes 
all the world grow glad, every Florentine begins 
to think how best he may celebrate the feast 
of San Giovanni which is due in the middle of 
the summer, and each one makes provision in due 
time of robes and ornaments and Jewels, Has 
any one wedding feasts or other celebrations in 
view, he puts them off till this time even from 
two months before, and all the interval is de- 
voted to getting ready the Palio " and the 
vestments of the attendants, and the banners 
and the trumpets, and the wax-candles and all 
the other offerings, as well as the lengths of 

'Goro Dati, htoria di Fire-ae, Firenie, 1735, p. E4 ^■ 
•The 'Pilio ' was a splendid mantle or piece of staff offered as the 
prize for the horse-race on San Giovunnt's festiral. See infra. 



BMEDIEVAL FLORENCE AND HER PAINTERS 

stuff that the districts under the protection of 
the Commune offer as tribute. Then too there 
are coming in supplies of viands for the banquets, 
and the horses arrive from every part to run 
for the Paho, and all the city is busy with the 
preparations, while the minds of the youths and 
maidens are all alert and ready for the festival. 
Nor does the approach of this feast prevent men 
from observing any that fall in the preceding 
weeks, such as San Zanobi, and the Ascension, 
and the Spirito Santo, and the Holy Trinity, and 
Corpus Christi day, for on all these festivals they 
yield their hearts up none the less to joyfulness, 
and dance and sing and make music over their 
banquets and jousts and every other graceful 
sport, so that one would think that there was 
nothing else to be done during all the time before 
San Giovanni's day. 

' But when at last there comes the vigil of the 
feast, then in the morning very early all the 
Trades (Arti) make a show outside their shops 
with all the rich and lovely things, the ornaments 
and the jewels they had prepared. Such cloth 
of gold and silk is there on view as would furnish 
forth ten realms, such jewels of gold and of 
silver, such canopies, such painted canvases, such 
wondrous inlaid panels and all sorts of arms 
and armour that could never be counted up, 

' Now about the third hour throughout lie 
city there winds a solemn procession of all the 
clerics, priests, monks, and brothers of all the 
different orders, with such infinite treasure of 
relics of the saints that it is a most solemn 
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and religious show, let alone the marvellous 
richness of their robes and sacred vestments, 
with the cioth of gold and silk and embroidered 
designs which the whole world could not match. 
With them come many bands of secular persons 
attached to the companies of religious orders and 
dressed as angels or imitating in the most vivid 
manner some of the Saints of the orders, or 
even the very relics they honour, and these all 
stream on with songs and shouts and the sound 
of all manner of instruments. From Sta. Maria 
del Fiore the procession starts, goes round the 
city and thither again returns. 

' Later on after midday when the heat is a 
little abated, about the hour of Vespers, all the 
citizens are arrayed each under his own banner in 
sixteen bands, each band in its place, one follow- 
ing the other, with the citizens under each banner 
walking two and two, the older and more honour- 
able in front and the rest following, till at 
last come the boys all in richest dress, and they 
go to offer one by one a candle of a pound's 
weight each in the church of San Giovanni. The 
bands are some of them, or indeed for the most 
part, preceded by performers who play or engage 
in pleasant diversion or mimic representations. 
All along the streets where they pass, the walls 
and stone seats are adorned with canopies and 
rugs, and the crowd fills every place and there 
are everywhere fair maidens and youths robed 
in silk and adorned with Jewels and precious 
stones and pearls, and this ceremony lasts till 
going down of the sun ; then when all the 
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candles are offered, the citizens with their dames 
return to their houses to prepare for the day 
following. 

' On the morning of San Giovanni he who shall 
go to see the Piazza de' Signori will behold a 
thing most wondrous and magnificent and festal 
so that the mind can hardly take it in. Within 
the grand piazza are a hundred towers that seem 
of gold and are called "candles" (some borne 
on cars and some by carriers^ made of wood 
or cardboard and wax, and decked with gold 
and colours and with figures in relief representing 
on this side cavaliers all armed or footmen with 
lances and bucklers, and on another side maidens 
dancing in a ring, while above these figures there 
are modelled animals and birds and all kinds 
of trees and fruit and everything that may 
delight the vision and the heart. The towers 
are hollowed within, and men inside continually 
turn them so that the devices are seen on 
every hand.' 

A description of the processions and offerings, 

official and private, at the shrine of San Giovanni 

now follows, and the historian concludes with the 

account of the great event of the Festa, the 

race for the ' Palio ' or mantle. ' Afterwards, 

when midday is past and the folk have dined 

and taken some repose as each one pleases, 

the ladies and the cavaliers all fiock together 

to the spot where the coursers running for the 

_ Palio will have to pass. And these go through 

■ the midst of the city along a straight street 

^wherein are many habitations and fair houses and 
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rich, and of citizens of repute, more than in 
any other part. From one end to the other 
of the city then, along this straight street fragrant 
everywhere with flowers, you would see all the 
ladies and all the jewels and all the rich adorn- 
ments of the city, and great is the festal cheer 
while many nobles and knights and foreign lords 
come every year from all the countries round 
to see the beauty and magnificence of the feast, 
till in that place there is such a concourse of 
folk that it seems incredible, what with foreigners 
and what with citizens, so that any one who 
did not see it would never be able to believe 
or even imagine it. Then at the sound of three 
strokes on the great bell of the Palazzo de' 
Signori. the coursers all ready for the race are 
set to run, while up aloft on the tower one can 
see by the insignia of the riders that are there 
faung up, which horse belongs to each, for the 
horses are brought from all parts of Italy, the 
most admired Barbary coursers in the world — 
and he who is first to reach the Palio, his prize 
it remains. Now the Palio itself is borne aloft 
on a triumphal car with four wheels adorned 
with four sculptured lions that seem alive, one 
for each corner of the car, and the car is drawn 
iiy two horses whose trappings are emblazoned 
with the arms of the Commune, and are ridden 
by two youths who guide them. But the Palio 
itself is very great and rich, woven of crimson 
velvet, and is in two parts with a band of gold 
a palm broad, lined with minever and bordered 
with ermine, and fringed with silk and fine gold. 
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so that it costs in all 300 florins 01 
since for some time back it has been wova 
from top to bottom of finest gold there are I 
spent on it 600 florins or more. And I must 
not omit to say that all the great Piazza of 
San Giovanni and part of the street is covered 
with canopies of azure embroidered with golden 
lilies.' 

§61. The artistic outcome of the briUiajit festal lift 
of medieral Ital?. 
Such was then the picturesque and brilliant 
festal life that was so marked a feature both of 
ancient Greece and medieval Italy. While under 
Hellenic skies the human form, graceful, vigorous, 
set off not concealed by dress, offered on every 
side models of manly and feminine beauty, along 
the streets of the Italian city a brilliant throng of 
gaily-robed personages flashed in swift movement 
before the eye, while the scented air was full of 
song and trumpet peal and of the clang of bells. 

§62. The difference between the artistic expression of 
tbe Qreeka and Italians. 
The Florentine painter felt the spell of these 
surroundings, but he conceived and represented 
his world in a spirit different from that of the 
Greek. The latter, as we have seen, concentrated 
upon the single pregnant type all the interest of 
his work, but the Italian fed his imagination with 
gala sights and sounds, till before it there opened 
out large scenes crowded with figures and full of 
the most varied incidents and accessories. 
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difference between the single figures of Hellenic 
irt and the extensive scenes of the medieval 
jainters, corresponds to the difference between 
the characteristics of the plastic and the graphic 
But the selection of these arts as appro- 
iriate media of artistic expression rests upon 
istinctions in national character and in religion, 
"he Greeks were sculptors because they possessed 
reat intellectual depth and a strong predilection 
r definiteness of form. The Florentines were in 
le main painters^ because their intelligence was 
Ecn rather than profound, their interest almost 
lorbidly restless in all features of the life about 
fcem. The characteristics of Greek and medieval 
digion were also factors of moment. In each there 
i a lofty conception of the Divine Personality, 
I, besides this, a recognition of various sub- 
diary beings — in Greece, gods, heroes, nymphs, 
in the medieval world, saints and angels. 
Inhere Greek religion broke down was in the fact 
t it provided so little for the gods to do. They 
Buld engage with dignity in the great contest of 
lellas against the non-Hellenic, but this, as we 
: seen, did not admit of much variety in pre- 
Xitation. So far as their private performances 
adventures went, these were as a rule of the 
est silly or disreputable kind, and excited the 

'There was of course Greek painting jusi as there was Klorentine- 

Ipnire. The laHer has been preserved to ub but does not repre- 

3 great a.a artistic eifort as the contempoiary painting. Greek 

es, on the other hand, have almost entirely perished. We 

that the ancients themselves valued them even more than their 

but the latter was a far more efficient vehicle of artistic 
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indignation of the more earnest thinkers of the 
people.^ Archaic art represented these freely, but 
when sculpture came to its maturity, they were 
discarded as derogatory to the dignity of thtf 
divine nature, which monumental statuary strove 
ever to exalt. Thus on the ancient works of 
decorative art known as the Chest of Cypselus 
and the Throne of Apollo at Amycl^e described 
by Pausanias,^ there were depicted all sorts of 
picturesque incidents of mythology which nevri 
occur in the monumental sculpture of the greal? 
period. There the divine beings are represente( 
either in the one great contest or else in the 
perfect calm that comes when all strife is lulled' 
Such was the ideal of the divine nature conveyed! 
by a characteristic passage in Aristotle's Nicoma- 
ckean Ethicsf as that of a Being enshrined i 
absolute perfection, needing nothing, doin^ 
nothing, and active only in a certain ' energy 
of contemplation.' According to the Christian 
scheme, on the other hand, the Divine Personality' 
only truly revealed itself in movement and action,- 
and these touched human life at every point. A 
divine narrative, not the Divine Personality irt' 
repose, was the theme of the Christian artist, and: 
all the actions of the subsidiary beings were i 
accord with the one typical narrative, and so 
became worthy subjects for the highest artistic 

' The philo9opht;r Xcnophaoes lemarked Chat the pacts made 111 
gods indulge in all the actions which men iq^ded as most disgnoof 
ful, in theft, adultety and ftftud.— Ritter and Preller, Hist. Plab 
Gr. el Rem. %i3i. 

^ Descript. Gracia, v. 17, 5 and iii. 18, 9. "x. 8, 7. 
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atment. All that Saints and Angels did was 
harmony with the recognized ideals of conduct, 
in Christian mythology the picturesque was 
Rrays moral, while it was seldom so in Greek. 

The large Scenic Picture; how it was conceiTod 
and wrought, 
Hence both the characteristics of medieval 
and the general view of human life 
in the Italian cities, made for the adop- 
. of the large scenic picture, rather than the 
Igle sculptured form, as the most suitable vehicle 
artistic expression. These scenes were each 
nceived of as a whole, not after Hellenic fashion 
L collection of more or less isolated groups, but 
ty were treated only in their broad external 
sects without much concentration of feeling or 
irching into nature's more recondite beauties, 
1 were fixed as it were in a single plane. Of 
pth and distance or effects of light and shade 
1 Florentine was careless, and would not break 
' these his serene and even delineation. The 
ihnical traditions of his art came in this matter 
his aid. The fresco painting he practised was 
Fell-established form of wall decoration inherited 
■ him from his classical forerunners, and as such 
invited to a flat treatment of the picture, and to 
pid unlaboured handling. It was moreover a 
ndicraft pursued upon a workshop system, and 
i implied an assured technique advancing from 
t inception to the completion of a work by well- 
derstood stages ; division of labour through 
lich these different stages could be portioned 
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out among assistants of varying gifts or education, 

and uniform success within the recognized limits 
of the practice of the times. Such a system did 
not specially stimulate individual genius, but it 
tstablished a school and secured thereby an ex- 
traordinarily high level of work throughout the 
artistic community. 

Let us first of all transport ourselves in thought 
back to the Florence of the early Renaissance, and 
by watching the painter at his work, strive to under- 
stand the spirit — so unlike that of the modem artist 
— in which this work was conceived and executed.' 

^64. The Frescoists of the fifteenth century; their 

character, surroundings and work. 
The social position and daily habits of these 
artist-craftsmen are illustrated by numberless anec- 
dotes and incidental notices in the books of the 
time, too numerous to quote. We can look in 
at them through the open doors of their work- 

•The following account is diawn from various sources of iatoral 
tion which are indicated in Ihe footnotes. The prac 
is that of the frcscoist of the fifteenth century who belonged, q 
Ghirlandajo, to the old ^hool, yet recc^idzed the advances w 
had been made in the ancient technique of mural painting. 
operations of the painter in ftesco and in tempera are described ftl 
in the treatise on Painting by Cennino Cennini, who was a fotloM 
of the school established by Giotto in the early four 
His work, written about a century alter Giotto's death, has h 
translated and annotated as the lirst volume of the invsluii 
QtltlUnschriftmfurKutistgesehichte«ndKunstt/iknik des Mitttla 
und der Jfaiaisiaitct, Wien, 1871, etc. Subsequent r 
technical kind in Vasari and elsewhere enable us to s 
artist of the fifteenth centur)' would extend the somewhat pritnitS 
practice described by the Giotiesque, while still keei»ng on the a 
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shops, and can note how simple was their dress^ 
and fare,^ how careless they were of externals, 
how absorbed in the pursuit of their inspiring 
craft We can visit them as they labour at home 
among their apprentices, or follow them to the 
chapels which they clothe with frescoes. We 
know them as men of shrewdness and humour' 
delighting in good cheer and festive talk after the 
day's work is done,^ Unassuming in manner but 
able to preserve their frankness and their wit in 
ihe presence of the great,'' they are conscious of 
their own worth but fully satisfied with the ex- 
ternal conditions under which they had been 
brought up— conditions which, however unlike 
those surrounding the artist of the sixteenth 
century or of more modem days, were extremely 
healthful to the particular form of art they prac- 
tised. 

§ 65. Interior of a Floientine workshop. 
We are in the quarter of the painters" in the Flor- 
ence of the fifteenth century, and stop before a door 
over which swings the sign of the guild of the 
Speziali^ figuring the Madonna and Child upon a 

'VespBsiano da Bisticci, FiVa di Cesimo d/ Mediii 

DomteUo), 

'Vasari. ed. MUanesi, 11. p. 398, Vila di DanaSo. 
'Such was especially the character of Giotto, of whom many 
inecdoies were Cluieni. See his life by Vasait. Boccaccio, Giom. 
'I. Nov. 5. Sacchetti, Nov. 75, etc. 
'Saechetii, Nov. 136. "Vasati, I. p. 390, Vila di Gtotlo. 

I early as lafig a legal document mentions a certain residence 
.FIoreDce as situnted 'inter dipintores.' — Vasari, I. p. 265. 
Gaye, Carieggiot it. 39, quotes documents ai the roarleentii 
showing the inclusion of painters in the guild of the 
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ground of white. Within is a workshop long and 
large communicating by a door at the further end 
with the master's own house,^ and already, though it 
is early morning, the scene is a busy one. On tables 
against the wall or on easels are arranged sundry 
panels and carved crucifixes in progress, and a 
dozen apprentices or assistants are engaged on 
various stages of the work. Some make a 
beginning by smoothing and clamping together 
panels of poplar wood and covering them with 
linen cloth, over which is spread the smooth white 
gesso painting-ground ; others model in relief in 
gesso, with incrustations in costly stones, the 
crowns and ornaments of the saints already 
sketched in with charcoal by the master's hand.* 
A finished crucifix yonder is having its ground 
gilded, the surface having been previously stamped 
with a small diaper pattern while the gesso was 
still wet ; and hard by an assistant skilled in 
carving is at work on an elaborate Gothic frame 
for a tempera panel which has just been carefully 
laid in by one of the older apprentices. Beside 
the door some boys, beginning their artistic career, 
; rubbing down on a stone with pure water the 
fresco pigments— brown, red and yellow earths, 
with lime for the white,^ — the precious ultramarine 
, blue, for the use of which there is always a special , 
1, probably on account of their use of pg- | 



'SpeziaU' or Apothecar; 
lents clitssed as ' drugs.' 
1 Sacchetti, Nov. 84. 
> CemuQO Cennim, Buck : 
' Metallic whites, such as 
iTve for fresco. Cennino 
■ lime-white, 'bianco.Snngiov 



on der Kunsl, Wien, 1871, c. 
those made from lead or ziri' 
gives a ceceipt for the preparation 1 
mni,' in his 5Sth chapter. 




MASTER AND APPRENTICES 



rantract, being kept under lock and key. Further 
on, more experienced hands are mixing the finely- 
L ground tints to the consistency of cream, and set- 
I ting them aside in little jars ready for the master- 
1 frescoist's use. The master will paint to-day at 
the Franciscan convent, in the votive chapel of 
the great family whose ancestral palace, barred 
and towered, overhangs his house and workshop, 
and is to have with him as aids four of the most 
advanced apprentices. These meanwhile as they 
wait the maestro's appearance are discussing that 
absorbing topic of interest for Florentines, the 
forthcoming Carnival, at which the different 
corporations of the city are to contribute fresh 
and splendid pageants. A hundred names are in 
the air— names of ancient Romans and of Chris- 
tian Saints, names of Virtues and Graces and 
Personifications from mythology, or from sacred 
legend. Processions and groups of these are 
sketched out ; pageants lately seen by travelled 
assistants in other cities are described ; for each 
figure the appropriate costume and head-dress 
and attributes are argued over, the older youths 
Ldiowing considerable acquaintance' both with 
kripture and with legend, gained for the most 
n conversation with intelligent clerics 
aring the progress of mural decoration in the 
lurches. 

t All conversation is now checked as the master 
inters from his house, clad as for work in hose 
l^and belted doublet. 

He holds a roll of cartoons in his hand and 
kagns to an apprentice to come forward with a 
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plasterer's journeyman who has been awaiting 
pleasure. The roll when displayed shows 
coloured study for the mural composition 
which he is engaged, and pointing out to 
assistant and to the plasterer that portion of 
work he has laid out for execution on that 
ticular day, he sends them forward to the chapel 
to spread over the corresponding part of the wail 
the fresh coat of smooth plaster, or intonaco, on 
which the painting will be carried out. With 
them proceed other chosen assistants carrying 
the jars of paint, the brushes and sponges, and 
a heavy roll of cartoons, over which the master is 
accustomed to spend no inconsiderable portion of 
the night. Before he can himself follow them he 
must go the round of the shop and give each 
apprentice or journeyman his task for the day. If 
he be of the temper of Domenico Bigordi called 
Ghirlandajo, who insisted on his apprentices ac- 
cepting every commission that came to the shop, 
were it but the painting of hoops for ladies' 
baskets,' these tasks might be varied enouj 
There are, let us suppose, certain shields to 
emblazoned with the armorial bearings of 
Adimari. The nuns of Sta. Barbara, outside 
Porta San Friano, have vowed a procession to. 
neighbouring shrine, and need a banner paint 
with the figure of the saint beside her tower, to 
be borne before the abbess at its head. The 
wedding chest, for the nuptials of Ursula the 
fair daughter of Ser Arnolfini the notary of San 
Felice, has been brought in from the shop of Dello 

' Va^iEiri, [II. p. 269, P'ila di GhMandofo. « 
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ti Nkcolo the sculptor, who has carved the Cupids 

Mding the medallions on the sides, and these have 

V to be respectively gilded and painted with the 

tory of the Sady's patron saint. Old Bertoluccio 

e flasher from the Mercato Vecchio hard by. needs 

dnew sign-board over his booth, and has left the 

fUd one for a pattern late last night in the hands 

f a new apprentice, whose lofty ideas of his art 

: somewhat scandalized by so paltry a com- 

ission. These new tasks are at once portioned 

among the journeymen according to their 

^eral capacities and grades of training. A word 

jf direction suffices for one, while another receives 

i rough sketch in charcoal for his guidance. 

Work in progress is then reviewed and criticized, 

i at last, donning his cloak and drawing the 

of it over his head, after signing to his 

Kvourite pupil to attend him, the master leaves 

: shop and wends his way to the neighbouring 

invent church. 

§ 66. How the Votire Chapel was painted. 
I Let us glance in there at the votive chapel a 
eiater in the morning and see him at his task, 
; side against the northern wall has been 
I a scaffold, and on it are busy two of the .. 
mtices. Against the space of freshly- laidu 
ICO provided for the day's work, they hav« 
d up a cartoon, on which are drawn out at fulW 
e the figures, architecture and accessories des- 
d to fill it. They pass over the outlines with a 
Itt-pointed stylus of iron, dinting the paper so as 
» impress on the yielding plaster a line sufficient 
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to guide the painter in his work.' A small 
coloured sketch of the whole composition has 
been given out of the roll to a third, who is 
specially skilled in appreciation of colour, and 
he is mixing the tints required for the day, 
taking a dark, light and middle tint foi 
differently coloured robe,^ for the fair flesh o{; 
the ladies and children or the tanned skin of 
pagan executioner, for the architecture and bactt^j 
ground. These tints he will place in little pott 
ready to the master's hand when he begins to paint 

g 67. A Cycle of Fresco-paintingB. 

Meanwhile the master himself has not yet set 
his hand to the work, but is seated on one of t 
carved benches lining the walls, in deep 
tion with the Prior of the Convent over 
sketches for the whole work, which He unroIletT 
before them on the floor. The pictures are 
designed to celebrate the entry into the Franciscan 
Order of a younger scion of the noble family, a 
youth of equal learning and ambition and full of 
zeal for the Order. The subjects are drawn from 
a Franciscan legend and deal with the adventures 
of a friar and his companions at the court of the 
Paynim Saracens. They are displayed on the 

' Vasari, /nffeduiione, dilla Pittara, c. ii. Optri, ed. MUanesi, 
I. p. 175. The use of the foll-siied cartoon was a later improvement, 
not known 10 Cennino, who directs the painter to sr 
design on the wall from a small sketch. In other points of fh 
practice bis precepts diRer from the description given here, whii 
probably represents pretty accurately the cuslom of the fifte 
century. ° Cennino, c. 71. 
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three walls of the chapel excluding the east, and 
each one of the three is subdivided into sym- 
metrical groups forming in each case 2 centre and 
two wings. On the first wall, on the one wing of 
the picture, a youth is shown deliberating whether 
he shall take the vows, while in the centre is seen 
his solemn reception into the Order, and on the 
other wing he appears departing with companions 
for a missionary journey into Asia. On the 
second or western wall there is again a composi- 
tion of a threefold order. On the one side the 
faithful band is engaged in preaching to the 
turbaned Saracens, but soldiers interrupt the 
conventicle and seem prepared to seize upon 
the unlicensed missionaries. In the centre is 
represented the scourging of the friars in presence 
of the Soldan himself before whom they have 
been haled. The monarch sits enthroned aloft 
in the midst of his attendants whose robes and 
accoutrements are of the most fanciful kind, while 
the friars are seen stripped and tied to a tree 
amidst a crowd of eager onlookers. Then in the 
further part of the composition the sufferers are in 
the hands of executioners who have suspended 
them on trees, but the leader of the missionaries, 
the hero of the first picture, discourses aloud to 
the people from the gibbet to which he is bound, 
and his words evidently produce a profound sensa- 
tion on some women in the crowd. 

The third wall is devoted to a grand scene of 
the attempted decapitation of the holy men by 
the sword. Some heads have fallen and the 
bodies lie lifeless on the ground, while others, 
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among them the youthful leader, are kneeling 1 
await the blow. Suddenly there arises a frightf 
storm that bursts upon the multitude, destroyir 
the executioners, frightening the obdurate ar 
accomplishing the summary conversion of tl 
waverers. The sur\'iving friars with their chi 
are saved and set to work to baptize their coi 
verts. In rendering the storm the painter hi 
taxed all the resources of his art, and has fill( 
the scene with incidents well conceived if m 
perfectly rendered. Touches of life are the 
showing keen observation and a desire for t] 
most telling representation of nature possibl 
As the black storm-cloud overshadows the seen 
the men and women in the crowd turn up the 
robes over their heads for shelter ; the soldie 
hold up their bucklers and the hai! is seen actual 
rebounding from the surface of them. The wir 
catches the flowing robes of the orientals ; tl 
trees bend before the blast ; all is confusion ar 
terror. In the centre of the foreground a mounts 
executioner has fallen under his horse and runs 
through with his sword in the act. At tl 
extreme right hand of the picture and fit 
closing the series, is the scene where the survivir 
friars under their leader are baptizing the foi 
converted through the sudden and miraculoi 
hurricane. ' 

' These scenes are partly taken from a series by Arobrt^ 
'«renMtti of Siena, described by Ghiberti in his second G)i 
BUiy. See Vasari, ed. Le Monnicr, Firenie, 1846, 1. p, xii 
Igments of the frescoes slill exist and are referred to b/ Cro' 
1 Cavalcaselle in their notice of Ihe Lorenietti, in the ffittary 
^lUiHgin llaly, Lond. 1864, II. p. 134. 
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H Such are the main features of the design, but 

iP only a portion is as yet drawn out to full size. 

I The third wall has been first attacked and some 

\ of the figures in the scene of decapitation are 

already painted in their place. Full-sized cartoons 

iftr most of the rest have been squared out from 

flie small studies, and it is the cartoon for one of 

tte prostrate figures and for an executioner that 

tte apprentices are at this very moment tracing 

through upon the wet plaster ready for the 

master-painter's hand. The other scenes are 

only in the form of small studies, and it is these 

that the master is now discussing with the Prior. 

The latter, a genial and cultured soul, imbued 

with the spirit of the early Renaissance, is a keen 

fcver of art and has some shrewd hints to offer. 

finds fault with the bareness of the first 

imposition which contains no female figure, and 

sts that the saintly patroness of the youthful 

FOtary — let us suppose her Sta. Caterina — should 

shown beside him at the first as directing his 

oice, and then again as leading him forth with 

; companions on his missionary expedition. 

For a model one need not look further than to 

fair and pious sister of the new-made friar, 

; of the choice flowers of Florentine beauty^ 

Irho has promised with her friends that vei^ 

Doming to visit the chapel. Then the scourging 

Kne wants more life and action— 

mows something of the details of such a per-^ 

brmance. Let there be two executioners waitingf 

t rest while two others ply the lash, and let the 
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violence of tfaeir exertions be shown by sweating 
foreheads and matted hair. There is a garde 
of the Convent that shall serve as a model, w 
for the faces of the friars throughout, the paint 
shall have his [rick of the brethren, that all 
be as like life as possible. 

^ 69. A visit from the Elite of the city. 

Further conversation is interrupted by the 
entry of the expected visitors, a gaily dressed 
company, escorted by the sacristan. Here is the 
winsome sister of the devotee, daughter of the 
noble family that owns the chapel, and displays 
its arms carved and emblazoned on the woodwork 
of its fittings. She is not alone, however, and 
comes with friends eager for some business in 
hand which they have been discussing as they 
walked along. Among them is the famous 
scholar, highly esteemed in humanistic circles, 
whose lectures on Greek literature are attended 
by the dlite of the aristocratic circles of the city. 
He has travelled in the Levant, and as all the 
party turn with eager interest to look at the 
sketches thus displayed, he is full of information 
as to curious details of oriental dress and manners 
which will help the frescoist to enliven his scenes 
in Moslem land. The Soldan, for example, must 
not be seated western fashion on his throne, but 
squat there cross-legged. 

The master, fully as much at his ease in the 
company of the noble and learned as in his own 
workshop, lends courteous attention to all that 
suggested, and then turning to the lady, asks tl 



I 



A CRITICAL DISCUSSION 139 

I favour of a sitting from her with a certain 

I'drgnified grace, as conscious that he conferred as 

■•well as received an honour. She, delighted to 

■■descend to posterity as Sta. Caterina, at once 

f'consents, but with the condition that he will lend 

aid in the important matter of a grand family 

Bpageant at the Carnival of which she and her 

B-friends are full. How shall she dress for the 

paint ? Shall she wear her head-dress of pearls ? 

pes, surely, for the Saint was of royal birth. If 

jAe will attend an instant he will indicate on the 

Scetch how her figure will come in. Then on his 

he makes quick note of her figure and 

arriage. There she stands a little apart on the 

^vement before the altar, like Firenzuola's 

pattern of female loveliness, and we will picture 

r according to his description — tall and slender 

if form, but with bust largely moulded and limbs 

I and round ; the head, set on a white throat 

t inclines to length, is crowned above with soft 

r hair that is both long and abundant ; the 

(yebrows are darker than the hair, the eyes large 

Uid shaded by dusky lashes ; above the rounded 

the mouth, small but with full lower lip, 

i a smile that 'seems as a sweet message 

. the calm and tranquil heart within,' while 

serenity of the ample forehead completes a 

[tecture of maiden dignity and tenderness.' 



g 70. Tlie technical proceBses of Fresco. 
' But now the assistants who have been busy c 
e north wall of the chapel come down from the? 
'Delk BellETM rielle Dqnne, in Firenzuola's Opere, Milan 
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scaffold and stand waiting, evidently at the end 
their work. It is known well that the masl 
never paints in public, and the gay company, led 
by the Prior with whom they are on friendliest 
footing, now take their leave, regretting that they 
may not see the figures grow to life upon the wall 
under the sure and practised hand that is so eager 
to grasp the pencil. We, who are privileged to 
remain, can now note that the apprentices have 
not only transferred the cartoon to the wall, but 
have also laid in with flat middle tints according 
to his coloured sketch the backgrounds of the 
figures and also the draperies. Still visible how- 
ever are the indented outlines indicating the 
direction of the folds, the contours and inner 
markings of the flesh parts and the detail of 
accessories. As he prepares to take up the 
brushes he indicates to the others the work they 
can do on the cartoons, squaring up to full size 
from his own studies, and drawing in the altera- 
tions he has indicated, ready for him to retouch at 
home in the evening. One he keeps by him to 
hand him the pots of colour as needed to replenish 
his palette, or with a brush to dash water against 
the surface of the wall where the plaster may be 
disposed to dry too rapidly, for it is essential to 
the fresco -process that colour and ground should 
dry together. 

The fresco -process varied to some extent at 

llfferent periods of Italian painting, but its 

isential principles remained unchanged, and were 

ideed the same as those which guided the painter 

iiof the mural frescoes found at Pompeii or Rome, 
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The process stands quite by itself. In alt other 

processes— tempera, wax, oil, waterglass — some 

binding material is mixed with the pigment which 

fixes it mechanically to the ground. Fresco, on 

the other hand, depends upon a chemical process 

by which the same result is secured without any 

ich binding material, the pigments being simply 

round down and mingled with pure water. 

'hese are laid on to the wet plaster, and modem 

ivestigation shows that they are 6xed there by 

formation, in them and in the ground to which 

ley adhere, of the chemical compound, carbonate 

"of lime. The colours do not, as is sometimes 

[supposed , sink into the plaster. They remain 

always on the surface but are held firm in the 

composition just mentioned, which acts as a 

transparent skin over the stucco. The whole 

work then, ground and colouring together, dries as 

one mass and no further painting 'a fresco' is 

poBsible upon it. When it is necessary to retouch 

after the wall is dry, in order to clear up details or 

enforce shadows, the pigment must be applied ' a 

tempera,' that is with a certain admixture of 

landing material such as glue or white of egg. 

These after-touches lack the permanence of the 

true fresco (buonfresco) as they can be washed off 

the wall, and having been laid on a dry surface by 

a kind of hatching process they are harsh and 

'liney.' It is often possible to distinguish in good 

large scale photographs the difference between the 

broad soft touches of the frescoist laid on while 

tiie ground was wet, and the hard dry hatchings of 

the next day's retouching. Hence it was a great 
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object to get as much done as possible in the oi 
day upon the wet plaster, and the only 
difference between the fresco practice of 
mature age of Italian art described to us 
Vasari, and that of the imperfect masters of 
fourteenth century, was that the latter were ni 
able to do so much upon the wet plaster and had 
to rely more on retouching ' a secco.' The state- 
ment in Professor Church's recent Chemistry of 
Paints and Painting to the effect that ' true frest 
did not come into use until the close of the fom 
teenth century,' ^ is misleading. The frest 
process was well understood in classical times 
Vitruvius fully describes it,- while investigations of 
the ancient mural paintings at Pompeii have 
shown that these are executed on the wet plaster 
in the buonfresco style.^ It was carried on at 
Byzantium through the middle ages, and there is 
no reason to imagine that the secret of it would 
be lost in medieval Italy. Cennino devotes the 
67th chapter of his Trattato to a description of 
the process, and expressly tells the readers that 
the technical method he recommends is that 
traditional in the school of Giotto. Moreover he 
is fully alive to the importance of doing as much 
as possible while the ground is wet, 'for to paint 
on the fresh, that is a fixed portion on each day, 
is the best and most permanent way of laying on 
the colour, and the pleasantest method of paint- 
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Doubtless the Giottesques had not the 
kill to do all they would have liked on the first 
lay, but they perfectly understood what this 
monfresco implied, Vasari in some interesting 
lemarks laudatory of wall-painting in his ' Intro- 
Buction,'- insists again and again on the importance 
r avoiding retouching when the work is dry — 
^therefore let those who seek to work upon the 
Kail, paint with a manly touch upon the fresh 
plaster, and avoid returning to it when it is dry 
ritocchino a secco).' It is doubtful however 
f this ideal was ever quite attained to and retouch- 
fag entirely dispensed with. In any case the 
rork needed a sure and rapid hand, for the spaces 
I be covered were generally large, and it would 
Inot have paid the artist to linger too long over 
ny one portion. The actual handling of the 
!gments would naturally vary somewhat accord- 
ing to the individuality of the painter, but a 
;ular routine was indispensable for securing 
^pidity and uniformity of practice. Cennino 
prescribes careful and distinct outlining of cverj' 
§'4bnn, which would ensure clearness of effect. 
Each colour was to be mixed in three shades, 
lark, middle and light, and the use of these 
prepared tints would result in breadth and 
^mplicity admirably in keeping with the decorative 
yie. 

g 71. The Master at Tork. 

We may accordingly imagine our painter set- 
ting to work somewhat as follows. 
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First, with a long brush of squirrel's hair dipped 
in red ochre, he carefully outlines the features of 
the figure before him, drawing on his imagination 
for the expression, or referring to a sketch book 
of studies from nature he has open at his side. 
Where a bit of foreshortening adds a special 
element of difficulty he sets one of the apprentices 
up on the scaffolding to serve as a temporary' 
model. So full a body of tradition has come 
down to him from the past in the form of con- 
ventions in the treatment of the nude or of 
drapery, so regularly do the stages in the technical 
execution follow each other, that the work pro- 
ceeds rapidly, smoothly, and without effort. The 
shadows under the brows, below the nostrils, and 
round the chin are laid in broadly with terra verde, 
and the darkest of the three flesh tints is then 
brought down to and fused with it by dexterous 
blending of the wet pigments upon a surface 
which preserves their dampness. These half-tones 
are then modelled on the other side into the main 
tints of the flesh. White may then be used in 
decided touches for the high lights, and the details 
of the eyes, mouth, and other features are put in 
without too much searching after accidents of 
local colour. For the hair the three tints suffice, the 
high lights again following with white. The robes 
are broadly treated ; after the whole has been laid 
in previously in middle tint the folds are marked 
out in their deepest shadows, then painted up with 
the two lighter tints, and lastly if needful touched 
with white. The work needs to be deftly touched, 
■ too much handling of one spot may dest 
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be freshness of the tints and even rub up the 
ister ground. It is not necessary (as moderns 
sometimes supposed) to put touch beside 
kuch, never going over the same ground again. 
long as the pigments and the surface 
wet, the tints may be laid one over the 
her or fused at will, and may be ' loaded ' in 
me parts and in others thiniy spread, the one 
iential being that a fresh and crisp effect 
idl not be lost. 

§72. A critical glance at his achievement. 

So the day wears on towards eventide, and the 

tppointed space of wall, spread in the morning 

ith the fresh plaster for the day's work, becomes 

idually covered with an artistic representation 

iple and unpretending, but highly effective in 

air of perfect ease and naturalness, its suit- 

lility to its place and its surroundings. What 

luld please most the eye of the modem artist 

luld be the breadth of the decorative effect, the 

harmonious and never too intense colouring, the 

clearness of the composition and arrangement of 

'ell-balanced groups. The qualities most de- 

;hted in at the time, those which we may be 

ire would chiefly fill with emulation the minds of 

youthful apprentices, would be the animation 

the scenes, with their picturesque life-like 

idents, the portrait-like character in the heads, 

le feats of foreshortening which show observation 

and boldness beyond the common. Such as it is, 

the work at any rate satisfies up to a certain 

it the master's idea, as he descends from ttK. 
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scaffolding and scans it as a whole with critical 
glance, while the assistants prepare for departure. 
It will stand ; no part needs to be obliterated, 
and all that now remains is to pare away at the 
edge of the finished work the surplus plaster still 
uncovered with pigment, so that it may be freshly 
laid in the morning for the morrow's task. As 
the shadows of coming night begin to descend, 
the apprentices lock the chapel door and 
homewards through the silent church. 



g 73. Sommaiy of the foregoing ch^ters. 
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The foregoing three chapters have been 
pied first with a brief notice of the somewhat 
complicated subject of the primal origins of art, 
and next with the illustration of the main theses 
of the first part of the book, that art represents an 
effort of the human spirit, under the stimulus of 
excitement, to externalize itself in some outward 
form or act, the resulting activity or product being 
always controlled by a principle of Order that 
brings it ultimately to a beautiful result. The 
modes of art dealt with have been those in which 
it is most easy to trace the connection between 
popular feeling, intensified by the social action and 
reaction of the festival, and expression in artistic 
form. The most universal, because the easiest 
Tand most available, media of artistic expression 
are personal adornment and the dance and song. 
That which each individual can do in these simple 
and impromptu modes of art, will be accomplished 
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' the community at large in some general act, 
4id this takes the shape of the erection, adorn- 
kient and use of the festal structure. The festal 
nicture made imposing and durable becomes the 
krchitectural monument, and round this the 
Becorative arts, inspired to a nobler mission, 
throw a veil of significant and beautiful devices, 
[p which sculpture and painting are set to some 
pf their earliest tasks. Meanwhile the dance, 
mo longer merely emotional or crudely mimetic, 
•ecomes expressive of ideas ; it is seen how pose 
ind gesture can become significant as well as 
leautiful, and the attempt to make these perma- 
(ent leads to the rapid development of the art of 
kulpture. In Greece the popular religion made 
Icessant demands for service from the arts, and 
i soon as sculpture had forced the marble and 
ronze to express character and thought, religion 
■lied for the creation in external form of divine 
bid heroic types. In no very different spirit did 
iedieval theology press the sister art of painting 
rto her service, and set it to reproduce the sacred 
kbjects so dear to the pious hearts of the people ; 
hi finally painting, taught in this way to be a 
■irror of human life, went on to reflect clearly 
pid copiously all the gay and brilliant life of 
hose festal scenes, in which from the first art had 
found its most congenial atmosphere. What- 
ever, in a word, were the forms of artistic expres- 
sion, they came straight out of the heart of the 
people ; and from the flagstaff of the rustic feast 
to the solemn temple on the Acropolis, from the 
_ eaudily dressed doll to the austere deity in mai:V)\e, 

i J 
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or in bronze, from the civic procession to t! 
monumental fresco which ennobled and fixed 
for ever, art in every shape was the child of tl 
community at large. 

In the next chapter the arts must be dealt wi 
from quite another point of view. 



PART II 

THE FORMAL CONDITIONS OF 
ARTISTIC EXPRESSION 






r. 



CHAPTER I 

SOME ELEMENTS OF EFFECT IN THE ARTS 
OF FORM 

£74. A new branch of the subject; the opeiation in 
different forms of Art of the principle of ' Order ' 

Up to this point the various forms of art have 
een dealt with as modes of expression or action, 
1 which both the individual and society, under 
the stimulus of pleasure, quicken their sense of 
personal and common life in activities that are 
free and unconstrained, but at the same time of 
demonstrable value in the social economy. From 
tile point of view we have hitherto taken, the 
[articular mode of expression, whether it be the 
physical movement of the dance, the imitative 
»ork of the painter and sculptor, or the construc- 
tion of the architect, has mattered little, fo 
im has been to exhibit art in all its aspects 
5 the nursling; of society, the necessary outcom 
of a life that has scope for ideal desires and time 
to work for their fulfilment. The point of view 
must now be changed and the formal differences 
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among the arts become the subject of investiga- 
tion. The following discussion may not have the 
general interest of what has gone before, but tiw 
reader's attention is claimed for it with all the 
more confidence, since it forms a necessary trana 
tion to the after treatment in separate chapters t 
the three great Arts of Form. 

We discovered in the earliest manifestations ( 
art two elements — one an impulse, movement G 
act, often some form of ' play,' which supplies the. 
motive power, or if we prefer the metaphor, the 
raw material of art ; the other an instinct i 
principle of ' order ' or ' arrangement ' that ma 
often be described as ' rhythm,' in accordai 
with which man is for ever moulding this matedi 
into an artistic form. We pass on now to ; 
analysis of this artistic form, so far at least as ti 
can be accomplished in words. It needs of com 
hardly to be said that such analysis of what ma 
be termed the artistic element in the work of i 
can only be carried out in a somewhat rough a 
perfunctory fashion. It would be impossible J 
words, even were they used with the finest di 
crimination, to match the subtlety of the artist] 
alchemy which transforms the heap of quarrie 
stone, the marble block, the bare coarse-grairo 
canvas and little heaps of coloured earths, 
shapes and hues of majestic power or bewitchin 
grace. All that can be attempted here is to deat 
broadly with certain conditions of artistic effect 
applicable to all the arts alike or especially 1 
Architecture, Sculpture and Painting. 
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g 75. Eveiy work of Art must present itself as a, 
Unity. 

The first operation of the instinct of ORDER 
len it evolves art out of play, is to secure for the 
tistic product a certain distinctness of general 
It is the first essential in the work of art 
at it should present itself as a unity, and not a 
ere formless mass of indefinite extension. The 
chitectural monument obeys this law of which 
is indeed the most conspicuous illustration, and 
I does the sculptured statue or group which is 
tvays more than a mere collection of figures, 
lile the cabinet picture or decorative painting 
cepts the restraint of its frame or the limits of 
; panel or wall-space apportioned to it Even 
the drama the same law holds good. Only, as 
! have seen, in part an art of form, the drama 
tfolds itself in time as well as in space and 
xinot be visually grasped at a single moment 
; it is of the essence of the drama, as distinct 
: instance from the romance or novel, that the 
aten'al is worked up into so distinct a shape 
at every part belongs to every other, and the 
tnclusion carries the mind back through all the 
ages of the action to the very beginning. While 
: romance has no fi.xed limits, the more concen- 
^ted drama proceeds by well-marked stages, and 
I be apprehended as a whole just as much as 
) a great building or a sculptured group. 
■ In some cases the artistic whole thus constituted 
x>me5 in itself, as a single thing, in its broadest 
i most general aspects, an object for the 
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sesthetic contemplation, and these cases will be 
discussed in the succeeding chapter. Most often 
however, the secret of the effect is to be found in 
the more or less subtle disposition of the various 
parts or elements, whatever they may be, which 
combine to make up the whole, or, in other words, 
in what artists know as ' Composition.' The 
present chapter is accordingly designed to deal 
with the elements that are thus employed in 
artistic composition, while the method and laws 
of their combination will be discussed in subse- 
quent sections. 

g 76. Visual Impressions derived &om tlie Arts of Fom. 

Since we are only concerned in this book with 
the Arts of Form, the impressions we have to 
do with are visual impressions, and are known in 
common parlance as impressions of form and 
colour and light-and-shade. These are accord- 
ingly the elements which make up the effect of 
the arts of Architecture, Sculpture and Painting, 
and to the analysis of these we must now turn 
our attention. 

Scientifically speaking, all our impressions of 
form, both those of extended surfaces and those 
of solids, are not direct but mediate ; they only 
result from certain processes of synthesis and 
inference. These processes however go on so 
rapidly that we have come to lose all conscious- 
ness of them, and for all practical purposes 
the ordinary convention of language may be 
admitted, and we may say that we see form 
just as we sec colour and gradations of light! 
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KAs a fact, in looking for example at a group 
■of buildings, though we only see differently 
Rshaped patches of light and shadow, we immedi- 
Bately derive from these the assurance of the 
•presence of solid objects of three dimensions. 
jFurther we claim the privilege of paying attention 
Pspecially to the shape of these patches of light- 
'And-shade, and by a useful convention of language 
call these boundaries lines^ though h'nes 
operly speaking do not exist in nature. In 
rtistic parlance effects of different degrees of 
teght, or of light-and-shade, are often called effects 
fcf tone. Now light-and-shade or tone on objects 
■not in themselves luminous) depend on the 
Tiount of light reflected from their surfaces and 
iiis again on their greater or less distance from 
lie eye, on the angle they present to the light, 
and on their greater or less degree of smoothness. 
A polished surface reflects almost all the light 
it receives, but when the surface is decidedly 
rough, its particles, being set at various angles 
to the impinging light, produce a play of ex- 
tremely minute patches of light-and-shade over 
the whole space. Such roughness of surface 
results in the artistic quality of texture. Texture 
felt by the touch is some form or another of 
, roughness, but to the eye it is revealed as a 
delicate mottling or play of light-and-shade, and 
1 therefore connected with the artistic efl^ect of 
If therefore we say that we see in nature 
("ones, Textures, Colours, Forms and Lines, our 
Jigfuage will, for the matter in hand, be sufficiently 
nrecise and comprehensive. 
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The arts of form, creating new shapes in archi- 
tecture, and in sculpture and painting reproducit^ 
for us under certain conditions and limitations the 
shapes of nature, supply us with these same im- 
pressions arranged according to that artistic 'order' 
which is meant by the word ' composition.' Our 
next task is briefly to draw out the differences 
between architecture, sculpture and painting in 
tlie use they respectively make of these elements 
of artistic effect, and in doing this we shall en- 
deavour to determine the special function of these 
several arts, and to form a clear idea of what 
look for from each. 

§ 77. The Elements of Effect in Architecture ; Hassea. 
From architecture, as we have already seen 
(g 19), and as will be explained more at length in 
the sequel, we receive primarily the impression of 
mass, and architectural composition is first of all 
composition of masses. As our impression of 
solid forms in general is derived partly from our 
experience in moving up to and around them, 90 
architectural masses are things that we know by 
walking round and about them and ascending 
them, and, especially, by measuring them against 
ourselves. This comparison with ourselves has 
not a little to do with our estimate of architec- 
tural magnitudes. The ' measure of a man ' is 
necessarily applied to buildings intended for 
human occupation and use. Such features as 
I doors, windows, steps, seats, balustrades, and 
I the like, have their normal dimensions indicated 
for them in this way, and hence when they 
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exceed these dimensions, though their actual size 
may be nothing extraordinary, they take on 
themselves at once an air of grandeur. This is 
the case with the steps, generally three in number, 
forming the approach to the platform of the Doric 
temple. They are too high to be mounted in the 
ordinary way, and accordingly give an air of 
dignity to the whole access, as if the building 
were for giants. 

§78. Lines in Arcliitecture. 
The architectural masses measured by us in 
this manner are bounded by definite contours, 
and architectural composition is in the second 
|>Iace composition of lines. The lines of archi- 
Itectural masses have their own distinct character. 
They are mainly rectilinear and have the general 
direction of horizontal and vertical— horizontal 
fs corresponding with the level ground or base of 
the monument, and vertical as expressing eleva- 
tion. The verticality of architectural lines is how- 
modified by the statical requirements of an 
iClevated structure, which is more stable if broader 
tt the base than in the upper portions. Hence 
ihe appearance of oblique lines in architectural 
compositions (which also occur for other reasons, 
i when roofs have high-pitched slopes for throw- 
ig off rain and snow), and M. Viol let-le- Due 
bas even made the triangle on this ground the 
generating figure of architectural masses.^ Curved 
lines in architectural compositions are mainly 
created by the use of the arch or vault in its 
' Dtdimtnaire de f Arcktleeliirt FraH(ain, AtU ' Pio'pottvfm.' 
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various forms. In most cases the curves 
parts of circles. The Assyrians, later Greeks aM 
Romans, when they used the arch on a mom 
mental scale, employed it in the form of the hal 
round. The pointed arch in western medievi 
architecture consists as a rule of two segments t 
the same circle meeting each other at an an^ 
more or less acute. The Renaissance re-introdu« 
the half-round. Though there is greater variel 
in the curvature of the elliptical arches of tl 
Sassanid builders, in the Arab horse -shoes, i 
the Tudor ogee, yet these are comparative! 
exceptional forms when compared with tha 
generated by the revolving radius. The enl 
of the Doric column is marked by a va 
delicate curve and such also is the outline of tl 
Ionic volute, the circle in both cases being di 
carded for curves of more varied contour, an 
this is also the case with most of the lines i 
carved ornament. The outline of an extern) 
dome like St. Peter or St. Paul or the Invalid* 
is the most conspicuous and telling curved fori 
in architecture, and though each side may b 
formed of a segment struck by the compasses, th 
shape of the whole mass is more pointed tha 
that of a hemisphere. 

^79. Light-and-Shade and Texture in Aichitectuie. 

In light-and-shadc is found another important: 
element of architectural effect. Wherever th^ 
general mass is broken into parts that recede ( 
advance or are set at varying angles to eacb 
other, the incidence and reflection of the light a 
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Ted ; but apart from this broad effect of 
it-and-shade over the whole monument, ad- 
tage is taken of any constructive feature, such 
the projecting buttress, the recessed porta), the 
rhanging cornice, to strike a strong mass or 
: of shadow into or along the more illumined 
■tions. On the outer facade of the Ducal 
lace at Venice, in its present form a somewhat 
imsy architectural composition, an excellent 
feet is produced by the blotches of deep shadow 
the recesses of the two superimposed arcades. 
the modern Scottish National Portrait Gallery 
Edinburgh, the front of which so far recalls the 
'"enetian facade, the arched openings are filled in 
ith glass with a resultant ilatness of aspect 
[ere however, owing to the north exposure, open 
rcades would not be so effective as at Venice, 
The influence of light-and-shade in giving the 
:icular value of texture to architectural surfaces 
already been indicated (§ 76). In the distant 
^ of a building it has been remarked that the 
jrative sculpture, the mouldings and other 
itures of detail, losing their own individual 
pes, are merged in a general effect of texture, 
xture too is given by the ' rustication ' or bossy 
itment of stonework, which, under conditions 
be afterwards noticed (§ 134), adds impressive- 
neas to the lower stories of buildings in contrast 
with smoothed stonework above. There are, how- 
ever, effects of texture of a somewhat different 
kind. A good deal of the pleasure we derive from 
oid buildings is due to the varieties of surface- 
texture caused partly by irregularities of material 
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and workmanship, partly by the corroding influ- 
ence of time. It is possible to carry admiration 
of this last accidental quality too far. and there is 
a touch of modem affectation in the sentimental 
delight some take in time-worn brick or stone- 
work, which after all was meant by its builder to 
be sharp of angle and even of grain. To claim 
this quality of texture as a necessary condition of 
artistic excellence in construction and carvii^ 
would be, as we shall find (§ 1 2 1 ), a mistake, 
for wherever form reaches a really high standard 
of strength and refinement, texture, as dependent 
on accidental inequalities of surface, can be dis- 
pensed with without any loss. 

In yet another sense texture gives a beauty to 
a building- material quite independent of any effect 
of weathering. The handling of the surface of 
the material, when it is a fine one, is a matter of 
the utmost importance, and there is no worse 
that can be committed by a ' restorer' than to let 
an unfeeling modern mason 'work over' the face 
of ancient ashlar. The original handling ex- 
pressed the character of the material, and the 
resulting superficies has an aesthetic beauty de- 
rived from its intrinsic excellence, for the surfat 
quality is the outward expression of the moleci 
structure in virtue of which the material becoi 
the trusted vehicle of the architect's conceptions. 

Texture in this sense is a noble and expressive 
aesthetic quality, very near to the essential char- 
acter of architecture. It has been necessary to 
dwell upon it because it is often confounded with 
the quality of colour, with which, however, it has 
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mly an accidental connection. It is true, of 
ourse, that most materials weather to colour as 
fell as to beauty of surface. Owing to the fact 
Pentelic marble contains minute particles of 
m, the old Athenian buildings have assumed in 
me a rich golden hue, now known to be nothing 
nor less than rust ; and every one has 
bdmired the delightful lints of old tiles and brick- 
pork in our own domestic architecture. Beautiful 
; the tones assumed by Portland stone in 
: atmosphere of the metropolis. The alterna- 
of a greyish white and rich sooty black on 
exposed and protected planes is singularly 
dling, and St Paul, St. Martin-in -the- Fields, 
I other structures in this material owe not a 
tie to this effective peculiarity. Why other 
ing stones should in the London air de- 
rate to a lifele.ss mud-colour, and the Portland 
; tell out to all time so bold and bright, we 
I not inquire, but to this fact London owes not 
s of such architectural charm as it possesses. 

. Colour not an eBsential element in Aictiitectnral 



Of Colour as an effect in architecture it must first 
• noted, that since the various building materials, 
lone, brick, timber, show considerable variety in 
: is a legitimate sphere of the architect's 
fork so to choose and arrange them as to produce 

pleasing colour-scheme. To this extent an 
rchitect may even be said to compose in colour. 
he general tint of a building stone, the hue of 
rick or tiling, undoubtedly count for a good Ata.V . 
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P in architectural effect ; and where two materials 
are equally good from the tectonic point of view, 
the one with a more pleasing colour is un- 
doubtedly to be preferred. The inherent colour 
I of a material is not however, like texture, an 

index to its actual constitution. It is more of 
j the nature of an accident than the outward ex- 

I pression of structure, and ranks lower in archi- 

tectural importance than texture. A good 
I building material will look well and weather 

' well, but need not be of any distinctive colour. 

Only when other things are equal should con- 
i siderations of the colour of a material influence 

the choice of it. If, as is here contended, the 
I architect who has a sense of the monumental 

will choose his stone or bricks primarily for 
their characteristics as building materials, and 
only in a secondary sense for their colour, then 
I colour even in this most natural form of it is 

acknowledged to be a non-essential, ' though 
valuable, quality. 

Such employment of a pleasing single building 

material, or of polychrome materials which can be 

arranged in large masses, in bands or stripes, or in 

i a mosaic-like chequer, is a different thing from 

i; the painting or incrustation of architecture 

dulged in so freely both in classical and 
' medieval days. The outcome of this practice 

I has been the production of a crowd of lovely 

structures old and new and in every land, of 
which colour is the distinctive charm. Colour in 
paint or inlay or panel or film of gold glances and 
glows from them all. There are the pylons of 
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Egypt gay with painted figures and picture script; 
^e stuccoed walls of Babylonian palaces incrusted 
fith enamelled tiles ; the Mycen^an house that 
parkled with metal appliques and inlayed pastes 
oriental blue. The Greek temples were not 
ttre white, but were pranked with coloured guil- 
Jie or fret and with golden stars on roofs of 
kyey blue, and threw up their decorative sculp- 
ire from a background of full vermilion or ultra- 
;. The huge Alexandrian piles of brick and 
ftncrete were faced with veneers of oriental mar- 
i of every hue, and the same materials, sawn 
lit of a hundred outland quarries, shone on the 
lalis and pavements of Imperial Rome. The 
Rome of Constantine rears above her varied 
larble walls domes all opulent within with 
olden mosaics, while the Early Christian artists 
Ravenna, with finer taste, relieve against a 
kckground of blue their stately pictured forms of 
kpostte and of Saint. While the Byzantine 
edition of colour, mingling with old oriental 
lements, kindles the golden lights and fires the 
ieper gules and azure of the fretted Moorish 
lofs, and further east the glories of Babylon are 
tvived in the tiles and inlays of Bagdad or 
pahan, in the medieval churches of the north 
: interiors were aglow with paint and gilding in 
B carved woodwork, and with blood-reds in the 
jllow of the sculptured leafage and the mould- 
, while the windows poured in a coloured light 
■own back from the deeper hues of Saracenic 
kngings between the pillars of the nave arcades. 
he chapels and the halls of the Italy of the Eariy 
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Renaissance were habited within in every pa 
with mural pictures, framed and extended t 
well -com posed decorative motives. And, apa 
from these more ambitious structures, what a fea 
of colours, brilliant or subdued, is offered by tl 
domestic buildings of wood and brick and tilii 
in all the lands of the North ! Garish on Noi 
wegian or Russian timber- houses, more mellow • 
the tiled cottage of Surrey or on Scottish harlir 
the tints of the homely fabrics seem to join wi 
the splendours of church and palace to a 
nunciate the universal rule of colour. 

In spite of this body of evidence in favour 
polychromy in architecture there can be 
shadow of doubt that colour in this form ah 
is no essential element of architectural effect 
Colour in decorative fittings is of course to be 
taken for granted and has nothing to do with the 
question. Its architectural use in almost all the 
examples just noticed is in connection with in- 
ferior materials such as wood, plaster and rubble- 
work, in which the highest kind of monumental 
expression is impossible. The exceptions are the 
temples of Egypt and Greece, but here we 
find an explanation of the use of pigment 
stone and marble in the survival of older tn 
tions of construction in wood. The stone templ< 
of the Egyptians, Greeks and old Italians Had 
once been wooden temples, and traces of timber 
practice remained on them throughout. Now to 
paint woodwork is an obvious and necessary 
process, preservative as much as ornamental, but 
this is by no means the case with the 
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lurable stone, the finer sorts of which have 
^gher beauties than those of local hue. Hence 
we may regard the painted sfone architecture of 
fte ancients as a survival from painted zvood 
architecture, and may ignore its Ijearing on the 
esthetic principle under discussion. 
With these exceptions, all the notable instances 
r polychromy in the buildings instanced are of 
olour applied in veneers of a rich over a poorer 
naterial, or in the form of pigment on to wood or 
rfaster. As a general principle, the nobler the 
Daterial, the more monumental the spirit of a 
abric, the less need will be felt for the adjunct 
f colour, and the architect can express himself 
»mpletely in a single building material without 
nirface decoration. This is proved by the work 
of Sir Christopher Wren. The builder of the 
City churches owed nothing to the painter or the 
carver, who are fondly regarded by some as minis- 
tering spirits essential to the welfare of archi- 
tecture,' but satisfied his artistic aims with the 
twe fine material at his disposal. Let us compare 

■ a moment St. Peter in Rome with St. Paul 
9 London. The former is finished externally in 
travertine, the latter in Portland stone, and nc 

1 the present day would dream of appljdng 

aint to either exterior. The inner walls of the 

(oman church are of common rubble, and here 

ihe existing polychrome effect of the marble inlays 

d painted stucco is quite in place. Wren finished 

■ Paul in the interior with fine stone- work. 

For this view see Ruskin's Preface to Ihe ind Edition of Tie 
MM Zamfs ofArihilttture and Tht Tmo Folks. 
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leaving only the cupolas and spandrels of plaster 
over brick. These last he planned as fields (at 
colour decoration, but there is no evidence that he 
ever contemplated the paint and gilding and' 
marble veneers and stencilling and script, with 
which the fine surface quality and colour of th» 
stone are now being marred. Monumental archi- 
tecture in fine material, let us repeat, is inde* 
pendent of colour, which must be excluded froi 
the list of architectural effects that are of th 
essentials of the art. Architecture then presenl 
us with Masses, Lines, effects of Light-and-Shad 
and of Texture, and accidentally at times with 
pleasing appearances of Colour. 

§ 81. The Elements of Effect in Sculpture : distmctioK 
betveen Sculpture in the Bound and Belie! 

The sculptor, like the architect, presents u»' 
with objects of three dimensions that offer ua 
varying Contours with effects of Light-and-Shade 
and Texture, but in this case the objects ar 
imitations of natural forms, most usually those o 
the human body and of the higher animals. 

In dealing with the plastic art it is convenieni 
to separate sculpture in the round from sculpture 
in relief In the case of sculpture in the round' 
the representation of nature is direct. A solid 
object is copied in all its three dimensions, and 
the work of art does not merely produce the im- 
pression of solid form but is actually in itself thai 
form. In the case of the graphic art, whaJ 
ever the impression we receive, there is nevef 
inything before us but a variously coloured and 
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llumined surface of two dimensions only. Sculp- 
ture in relief however comes between the two, and 
partakes of the nature of graphic as well as of 
jplastic art. Relief sculpture indeed begins at the 
! point as painting, and the two arts are in 
tarly times inseparably united. The outline 
tketched on wooden panel or slab of stone is the 
first operation in both these arts. This outline 
may then be inci.'^ed so that the bounding line 
5 a groove like that made by the V-tool of 
(he wood-carver, but the delineation is still graphic. 
If the part within the outline be tinted or shaded 
represent nature we have the beginning of 
painting, but if on the contrary it be rounded 
off towards the bottom of the groove, so as in any 
way to indicate the thickness of the object 
represented, then, however slight the relief thus 
produced, the result is a piece of plastic art. 
From this point more and more roundness and 
ideliing can be added to the relief, while on his 
: the graphic artist can go on adding within 
e original outline as much light and shade and 
r colour as he pleases. A certain graphic character 
will however always belong to the relief even 
when boldly modelled. The subject tells out 
primarily as a surface within a definite outline ; 
Uid this surface is directly presented to the eye as 
El the graphic art. The third dimension or thick- 
i of the object, on the other hand, is in relief- 
Kirk only partially represented, not fully, as in 
lUpture in the round. Actual depth is shown, 
^t not to the full extent required, the rest 
biving to be made up by suggestion. In other 
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words the third dimension of space 
relief sculpture expressed to some extent by a 
convention. The particular conventions of low 
and high relief by which the impression of solid 
form in its full depth is conveyed to the eye, 
together with certain points in the management of 
light-and -shade specially applicable to relief-work, 
will be noticed in the chapter on sculpture 
(§§ 163 ft), and need not further concern us here 

% 82. Tbe ToTJOB preaeuted in Scnlptnie. 

The solid Forms presented to us in sculptun 
are such as we can handle and embrace, and they 
waken in us all the associations we have been 
accustomed to connect with shapes in nature 
which may be touched and clasped. Such being 
the case, the question suggests itself whether or 
not sculpture addresses itself actually, as well as 
ideally and through association, to the sense of 
touch jointiy with the sense of sight If we 
measure a building by ourselves moving about it 
and around it, do we not in a corresponding 
manner estimate sculptured form by touching it? 

This question happens to be raised in a curious 
passage in the Commentaries of the Florentine 
sculptor Lorenzo Ghiberti, in which he remarks 
of a certain newly discovered antique statue that 
it had ' very many charms of such a kind that the 
sight cannot apprehend them, either in a strong 
or a tempered light ; on/y Ike hand by its touch eon 
discover them', ' and it may be asked whether the 
' CemHunlario ill, ia Le Monnier's Vasaii, Fiienie, ■S46, t^p , 
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bservation is one of general application. Few 
rtists have been endowed with a more refined 
>preciation of form than Ghiberti ; did he really 
nisider that part of the effect of sculpture was 
rived from the sense of touch P It is obvious 
at in practice the application of the finger-tips 
a finished work of sculpture would quickly 
lult in unpleasing mementoes of the contact, 
iile in time the surface texture, upon which 
tny sculptors set such store, would suffer actual 
n. It is clear therefore that works of 
plastic art are made to be looked at, not 
odied, yet on the other hand the sense of 
uch is freely exercised during their production. 
|e artist, working from the life, will actually 
his model, to assist him in securing the 
ticular quality he desires in a subtly modelled 
like the knee, and will test his own work 
the same way by touch as well as by the eye. 

Coutour, LiglLt-and-Sliade, Texture and Colour in 
Scolpture. 
■Apart from the impression of solid form, a 
e part of the artistic effect of sculpture 
inds on Contour. Sculpturesque composition 
lot only a composition of masses, but to a 
X extent also composition of lines. The 
! the sculptor works for differ from those of 
architect in their greater variety and beauty. 
y are almost all curved forms, and among 
e portions of a circle are avoided. The 
lost variety of curves, from those approaching 
igh sensibly differing from the straight line , 
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to those of extrcmest flexion, are to be I 
in a good work of sculpture, every one ' 
its part in the effect of the whole. 

It is without avail for the modeller to elaborat 
the delicate rise and fall of his swelling fomu 
unless the impression of them can be properl 
conveyed to the si>ectator. As we have see 
that the sense of vision is in strictness the on! 
sense concerned, and as form is mainly reveale 
to the eye by light-and-shade, so the sculpti 
has to consider narrowly the lighting of 1 
work. When it is an independent production III 
a gallery statue or relief, that can be movi 
wherever desired, the position and lighting i 
be arranged so as duly to throw up the form 
but when it is a decorative or a monumenti 
work, designed for a predetermined situation i 
for the open air, the sculptor is bound to arranf 
his composition with relation to the propose 
situation and surroundings of the piece, Ligh 
and-shade as conveying the effect of form w 
thus have to be taken into consideration, at 
masses of light and shadow as forming by then 
selves an effective artistic display will also 1 
provided as part of the impression of the who] 

Of Texture as an element in plastic effect m« 
will be said in a succeeding chapter (§ 1 1 8). 
effort after texture, a quality for the most pM 
ignored by the Greeks, is very apparent in moder 
work, and on this depend some important qu( 
tions about the art. 

In regard to the element of Colour, a | 
deal which was said about its use in architecttn 
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ilics also here, namely, that though it may be 
de an attractive adjunct, it is certainly not 
essential element of sculpturesque effect, If 
example of the ancients be quoted fn favour 
its use. the answer is that the ancients painted 
ir stone statues just as they painted their 
le buildings, more as a matter of tradition 
n of deliberate artistic choice. 

§ S4. Tlie Colouring of autiiiue Sculpture. 
The practice of the Greeks is so often invoked 
discussions of this kind, that it is well to know 
each case what the ' practice of the Greeks ' 
Uy means. The Hellenic artist, it must never 

forgotten, inherited old oriental traditions 
ich were especially strong in matters of tech- 
Hence the technical processes of sculpture, 
ployed by a Pheidias for the production of 
world's masterpieces of the plastic art, were 
Ived from those that had been used from 

: immemorial for various kinds of decorative 
architectural carving, and for the making 
lig dolls in the form of temple-idols. 

1) The use of colour on friezes, on pediment 
pps and metope.s, and on other pieces of archi- 
nral carving, followed naturally from the 
Utional employment of colour on the building 
If, about which a word has already been said, 
iour here was inevitable, and we cannot argue 

1 its use that the Greeks would have elected, 

a matter of free artistic choice, to tint the 
und of a relief or paint the dress and armour 
I figure, when fashioned as independent works 
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of art The colours used in this architectural | 
sculpture were decorative not realistic. Shield 
might be painted blue on one side and red on t 
other, but not coloured so as to imitate bronze 4 
leather, 

(2) The independent statue, fashioned either fl 
stone or wood, appears in the oldest Egypt, an! 
has about it a good deal of that crude realis 
which marks the infancy of representative j 
The epidermis is coloured to correspond 
nature, the flesh of women being tinted a light! 
hue than that of men, the eyes are represent^ 
often by some special material, the drapery i 
painted. The earliest statues of the gods iii-^ 
Greece were of a similar kind, only ruder and [ 
more childish in their realism than those of 1 
Egypt. The wooden doll (called 'xoanon') was 
made as lifelike as possible by being dressed up 
in real clothes with a wig of hair, and with acces- 
sories or arms in actual metalwork and jewelry. 
However barbaric such productions may have 
appeared in the eyes of later generations, they 
were as we have seen (§ 32), highly honoured 
from a religious point of view, and they left a 
deep mark on sculpture in its after development 
The free-standing or seated statue in gold-and- 
ivory, in marble, or in bronze, appeared then as 
the lineal successor of the clothed or painted 
wooden figures, and the inlays of the first, the 
tinting of the marble, the partial incrustations of 
the bronze, were survivals which perpetuated the 
old traditions founded on the crudest realism. 
In the first case, though the wooden doll re- 
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I mained, the clothes and wig disappeared with 
the painting on the face, and ivory was adopted 
for the flesh, as the lighter portion, with gold for 
the darker hair and for the vesture, the two 
materials being employed merely as inlays upon 
the original structure, or doll, of wood. In the 
■ of early stone figures instruction is to be 
ierived from the fragments of decorative com- 
lositions of the sixth century B.C. found not long 
^o on the Athenian Acropolis. Many of these are 
1 a very coarse soft limestone, and the material 
was treated like the rubble or mud-brick of 
uildings finished in polychromy — it was entirely 
oncealed under a complete coating of colour. 

It is to be noted that in polychrome 
Kulpture the colours applied to different parts 
; not necessarily naturalistic. Doubtless real- 
i had been the original principle of selection in 
: remotest past, but in the course of lime the 
Mours had become merely conventional, and we 
tnd for example that the hair in painted statues 
ras nearly always of a dark red hue.^ One of 
he Athenian figures just referred to, popularly 
pnown as ' Bluebeard,' has the hair and beard 
if a strong azure ! When the material of the 
btue was bronze, the taste of the Greeks rightly 
evolted from the use of pigment, and the colour 
Meet was produced by total or partial gilding, by 
the use of coloured enamels, and by incrustations 
in differently tinted bronze or in other metals. 
Thus the eyes were made of silver, of costly 
stones, of enamel, and the lips were formed of ^ 
' Thi.>i red lint was also used as [he ground foi gilding. 
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separate pieces of bronze the special tint of whid) 
differing from that of the general mass, woul 
indicate the variety of colouring observable i 
these parts in nature, 

Polychromy in all kinds of ancient sculpt 
was accordingly based on immemorial tradittai 
and whatever view, as an abstract doctrine, 
Greeks might have held about painting statuai 
they would certainly for the above reason ha 
used colour in their early efforts. The fact howei 
that, so far as we can judge, such use decreas 
as time went on, is a safe proof that old habt 
of work had most to do with the practice 1 
question. Not only in monumental but also i 
decorative sculpture, and even in mere 
tectural carving, colouring and other realist 
additions, though not abolished, were gradual 
restricted in the later ages of classical art. Wh9 
on the early Doric temple — as in the case of t 
Parthenon — the leaf ornament, generally an u 
developed form of what became later the ' eg 
and -dart,' is painted on the moulding, in t 
Ionic style — as in the Erechtheum — it is t 
as well as painted, and in later work, though 
is difHcult in such a matter to prove a ne^ativ 
carved ornament probably often sufficed withoi 
the use of colour at all. The decorative 6gun 
in the oldest pediment compositions of the fifl 
century of which we possess substantial fragmen 
(those from ^gina in the Munich Glyptoteb 
showed considerable use of colouring, especiall 
on dress and armour, and had the 
weapons, ornaments etc. added in bronze ; but o 
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Other hand, in the latest great architectural 
Bze known to us, the stupendous Battle with 
! GLants from Pergamon (in the Berlin Museum) 
ting about 200-150 B.c, the only sign of any- 
ig of the kind is said to have been the marks 
pigment on the pupils of the eyes. The frag- 
its of this composition, which were found in 
79 buried in the earth or covered with mortar 
built up into a Byzantine wall, were in such a 
lition as regards surface preservation that had 
our existed upon them it would almost certainly 
■e survived. Further, while in the Parthenon 
ze (of about 440 B.C.) as well as In the /Egina 
liment just mentioned, attributes such as arms 
I horse-trappings were added in metal, in the 
ze from Pergamon the most elaborate orna- 
nts, together with arms and details of harness 
1 the like, are car\'ed out of the marble in 
Kh the whole is wrought In independent 
ituary also there was on the whole less depen- 
ice on polychrome effects as time advanced, 
mze and marble, in the first place, rather than 
jse stone or inlaid and incrusted wood, became 
recognized materials for the temple- statue, and 
former of these admits of but little addition 
the way of painting. Colour clung still how- 
i to the marble, but here again the discoveries 
■the Acropolis have proved instructive. Besides 
I coarse limestone figures just noticed, many 
tale statues in fine Parian marble came thus to 
it' In these beautiful examples of the style 
Coloured iUnstrations in Aniihi Dtntmdttr, Berlin, 1889, Bd. 1. ' 
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of work prevailing before the Persian in\ 
colouring was not spread over the whole surfi 
of the exquisite material, but special details s 
as the borders of drapery, the hair, the e 
the lips, were picked out in forcible C 
which remain on many specimens distinct to ■ 
day. 

Delicately applied in this manner, by a proi 
known to the Latin writers as ' circumlitio,' col 
seems to have formed a certain element of varia 
quantity in the effect of stone sculpture throu 
out the classical period. It was apparently 
general practice of the later Greeks to tone doi 
the gleaming whiteness of marble by the af 
cation of a single faint warm tint, the so-ca 
yautoa-K, thus rendering the surface as a wl 
more harmonious and pleasing to the eye, 1 
reduces colour almost to a negative function — ! 
of mitigating the crude effect of dazzling whil 
ness in the marble, and there is nothing of t 
old childish realism in the practice. It is hard 
say however whether or not this was still infiuc 
cing later sculptors like Praxiteles, when they us 
the old touches of pigment on hair or lips or ey 
and added accessories of bronze. The Hera 
by this artist found not long ago at Olym] 
showed traces of red colouring on the hair — p 
haps 'as a ground for gilding — while there was 
also painting on the drapery. On the sandals 
the thongs were gilded over a red ground, 
metal, probably gilded bronze, were added a cin 
round the head, clasps on the sandals, and 
attribute, doubtless the ' caduceus ' or herald's st 
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eld in the left hand of the statue.' On a recently 

Hiscovered masterpiece of a later period, the 

Augustus of the Braccio Nuovo of the Vatican, 

fcund at Prima Porta near Rome in 1863. there 

pvere remains indicating an extensive use of colour 

<rimson, purple and yellow on the drapery, blue on 

illie elaborate reliefs that adorn the breast -pi ate. ^ 

It is impossible to say with certainty how far 

an embellishment of a marble statue was 

mal at the later epochs of classical art No 

|.{races of colour have been found on the vast 

lajority of the marble statues executed in Roman 

mes as copies of Greek originals, but the Venus 

' Medici is said to have had gilded hair. Late 

rorks in the so-called ' archaistic,' or revived- 

rchaic style, which was in favour among Roman 

lanti fas for example the painted Diana 

Herculaneum), imitate the polychrome 

■effect of genuine antiques and cannot be adduced 

i evidence. The question both of the amount 

1 of the real reason of colour on the works of 

|tiie maturer periods of clas.sical sculpture can 

ardly yet be said to be settled, nor i.s it easy 

i form a critical judgment on the aesthetic ques- 

ion involved. The artistic effect of the circumlitio 

still in evidence on those fine mature 

«k works, the recently found sculptured sar- 

iphagi from Sidon, is at any rate warmly 

femmended by Professor Ernest Gardner in his 

handbook of Greek Sculpture? 

PBoetlicher, Olymfia, p. 331. 

^DenkmaltT dei klassisiktrt AlUrlhiims, Munich, t8Ss, etc., Art. 
*LoTidoTi, 1897, p. 430. 
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g 85. The Oolooring of Medieval Sculptuie. 

In the medieval period, polychrome archi- 
tecture, and with it coloured sculpture, was in 
high repute, and a readily accessible example oi 
importance is the interesting relic of the oldei 
church at Rheims built into the north transept 
the Gothic cathedral. This fuliy-painted work 
where we see a wall surface, ornamental carving 
and a sculptured group of the Madonna an< 
Child, all brightly tinted in greens and reds, 
sufficient to show what a strong tradition 
colour was handed down to the later mediei 
and Renaissance craftsmen. In Gothic interi» 
detail a good deal of colouring was used, but i 
regards the exteriors, though traces of polychron 
on the sculptured figures outside the Freni 
cathedrals were observed in the eighteen' 
century, the extent of its employment cannot nc 
be determined. In Italian art all the woodi 
images, and they were innumerable, were gild' 
and coloured, and all works in terra-cotta (as w 
also the case in classical times) were treated wil 
a complete colour scheme. On the other hai 
bronzes were only gilded, and the incrustations 
common in classical times do not seem to hai 
been in use. Marble, especially in the form of tl 
decorative relief, was gilded or touched with coloi 
but not in so realistic a spirit as is evidenced 
classical work. Monumental sculpture in stoi 
however despised this embellishment, and c 
couid not conceive of Michelangelo painting 
gilding the David or the figures on the M( 
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Modern sculpture in marble down to our 
own time has depended on form aione, but there 
Jias been of late a revival of a feeling for poly- 
chrome effects, which will probably for a time 
come again into favour, though for purely de- 
corative and not realistic reasons. In this 
innection it is instructive to note that as a rule 
le modern votaries of polychromy do not imitate 
effect of Greek or Italian works as they must 
ive appeared when freshly done, but only the 
If-faded suggestions on the marbles as they 
ve come down to us caressed by the mellowing 
luch of time. A very tenderly- model led marble 
■tue of Susannah, by M. Th. Barrau in the Paris 
ibition of 1900 showed these timid suggestive 
ints at colour in a flush here and there on the 
in or in the azure of a vein. 

g 86. The Elements of effect in tbe QrapMc Art. 
In turning now to the consideration of the 
iual impressions produced by the graphic art, 
te may say at the outset that though in strictness 
;re are two forms of graphic delineation, painting 
iper and expression in black and white, yet these 
illow in the main the same laws, with the differ- 
ice that painting makes use of the element of 
ilour. The two forms of the graphic art may 
lerefore for the present be considered together. 
"hen we pass from architecture and sculpture in 
e round to painting, we transfer ourselves to 
lite a different region of art, to which sculpture 
relief only to a small extent serves as a transi- 
m. The first two arts express themselves in a 
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perfectly clear and intelligible manner, so that" 
every one can see what they are doing ; but about 
the graphic art there is from the first something 
out-of-the-way that puzzles the untutored intelli- 
gence, and it is owing to this that the first steps 
in the development of painting are so hesitating 
and slow, and that the art is the latest of all the 
arts of form to arrive at a knowledge of Its own 
capabilities. While architecture and sculptiue 
were perfected in the ancient world, the mysteries 
of painting had not been fully explored until the 
sixteenth and seventeenth centuries of our era. 

Of these mysteries the first is the indication upon 
a flat surface of the thickness of objects and their 
relative distance from the eye, and the second the 
representation of a collection of objects, practically 
unlimited both in size and number, upon a veiy 
restricted space of panel or canvas. In the power 
of conveying the impression of so much by means 
so straitened the graphic art stands quite alone, 
for though, as explained in § 165, relief- sculpture 
endeavours sometimes in imitation of painting to 
multiply the number of objects with which it deals, 
the effort can never be really successful. The 
painter's task is in no way increased in difficulty 
by the size and multiplicity of the objects which 
are his subject-matter, and he is just as ready to 
portray the whole face of nature as to represent a 
single thing close at hand. If the architect wish 
to give to us the impression of vastness and mas.s, 
he must pile stone upon stone into a structure 
both lofty and broad, but the painter without ever 
touching a mason's tool can bring a great building 
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before our eyes. The sculptor can only affect us 
by moulding an actual solid shape, while on the 
painter's canvas a few strokes of the brush will 
create in our minds the impression of the same 
/orm. Nay more, painting can conjure up before 
not only the single sublime or beautiful object, 
but ail the scenes and spaces nf nature that stretch 
iway into illimitable distance, and can depict not 
only the form of objects but also their colour and 
variety of surface-tint and tone. The graphic art 
reproduces for us, in its own way, all the visual 
impressions we receive from the other arts of form, 
as well as all impressions of the same kind derived 
from external nature at large, and gives us accord- 
ingly the effects of sublime Mass, of beautiful 
Form and Contour, of Texture, of Tone or Light- 
and-Shade, and of Colour, 

S S7. Relation of Pamting to the other Arts of Form. 
Is painting then, it may be asked, just a com- 
pendium of all the other arts of form? In one 
sense it is, but its field of operation is not merely 
Boextensive with theirs. In representing solid 
form it can reproduce for us the impressions of 
mblimity and beauty we receive from nature and 

torn the works of man, but can only reproduce 
fliem in a very faint way compared with their 
rivid presentment in architecture and sculpture. 
Sraphic delineation loses in fact in the intensity of 
flie impression conveyed, in proportion as it gains 
iver the other arts in breadth and copiousness. 
There are however certain parts of the field of 

tistic representation which painting has to itself,) 
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and here, where it does not come into any cona 
petition with its sister arts, we shall find the secre 
of its strength. 

§ 88. The EsBence of the Fainter'a Art. 

Ask a painter who possesses the true instinct of! 
his craft what it is in nature that he desires to J 
reproduce, and he will answer that it is the surface I 
appearance of things — not their form, their colour, I 
their texture, their light-and-shade, severally and I 
singly, but all these fused into one general ii*l 
pression. We may ramble with him throu^l 
characteristic scenes of town or country and will I 
note with surprise how he selects his subjects. A I 
back-yard seen down through a dark entry will be! 
to him a picture, while he remains completely I 
indifferent to a palace facade in the sunshine 
The most brilliant colours of the sunset sky ^vel 
him no desire to take out his brushes, but a f 
country road on a frosty morning will feast his 
eye with harmonies of tint that only a painter's 
glance can discern. What he looks for is not the 
thing but the appearance, and he will explain to 
us that this magical play of surface effect, which he 
loves, is a delicate thing as accidental as it is 
fugitive, and that it depends on the combined 
influence of the actual local colour and surface 
modelling of objects, with the passing condition of 
their lighting, and the greater or less clearness of 
the air through which they are seen. This com- 
bination results in the particular beauty for which 
he is always on the watch and which he will seize 
wherever he can find it. He knows well that it 
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mil appear in the most casual and unlikely places, 
in mean and ugly corners and upon the most 
ordinary objects of daily life, just as often as upon 
the mountain range or on the unsullied sky. 
Sometimes it will be a heap of litter, sometimes a 
maiden's face, that will be touched with this name- 
less charm. Things lo the ordinary eye most 
beautiful may be barren of it, while it will touch 
and glorify a clod. To reproduce it adequately 
demands a skill of touch that seems like the most 
accomplished sleight-of-hand, and that can only be 
achieved by an executant who enjoys rare natural 
gifts developed and aided by long practice of the art. 
Such work as this, that gives back nature just 
as she is seen, in the most direct and simple 
manner, is the crown and flower of the painter's 
craft The secret of it lies in not troubling about 
ii\e facts of nature but devoting attention only to 
her outward seeming. All the painter need strive 
to do is to reproduce for us the appearance of 
objects as visual impressions, and these impres- 
sions, if we take what we actually see (§ 76), are 
of differently coloured and illumined spaces or 
patches which to the eye seem to be of two 
dimensions only. If these be rightly copied, 
so far as it is the work of the painter to 
icpresent nature, that work is done. If therefore 
tee graphic artist will forget all that he knows 
ibout the real shape of objects and about their 
■lative distances, and will attend only to what he 
:tually sees, he will achieve a representation of 
lature that is both direct and clear, and that only 
lis particular art is able to compass. The paini 
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who can do this has attained the summit of his 
art, and can work henceforth in as free and 
straightforward a manner as the sculptor. This 
however, which seems in theory the simplest 
possible process, is in practice the roost difficult 
thing in the representative part of painting, and is 
only compassed by the greatest masters of the 

There is nothing more rare in ordinary pi 
cedure than that beautiful and thoroughly artistic 
treatment of nature in which she is appre- 
hended as light-and- shade and colour only, the 
form being nowhere insisted on, though nowhere 
inaccurately rendered. In such work the subtle 
transitions, the play of tone, and tone and colour 
combined, over the face of nature, the mystery 
and enchantment of beauty in which her aspect 
is veiled, are all reproduced again for us upon 
the canvas, and the sharp lines and mapped- 
out appearance of ordinary painting give place 
to a suggestion of forms which is after all their 
truest delineation. Such rendering of nature wc 
see in landscape under the brush of Turner or 
Corot, in figure work in Correggio, Velasquez ai 
Rembrandt, in John Phillip and Millais amon| 
the moderns. It is in the mature work of 
masters of the painter's craft that we find thi 
truly artistic, yet in the best sense accural 
treatment noticed above. This, which is termi 
by Sir Charles Eastlake the ' mastery by whii 
the flat surface is transformed into space, 
fascinating in the Judicious unfinish of 
mate workman,'^ is well exemplified in the lat^* 
'^Materials, II. p. 26a. 
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ictiires of Frans Hals, of whom Vandyke is 
iported to have said that ' he had never known 
nyone who had the brush so entirely in his 
^, so that when he had sketched in a portrait 
: was able to render the essential features in 
ght-and-shade with single strokes of the pencil, 
ich in the right place, without altering them and 
ithout fusing them together.'^ 
Velasquez, a more exquisite painter, has the 
me power of giving back the life of nature in 
its varied subtleties by means of free broad 
i that do not seem to follow any contours, 
t when the spectator is at the right distance, 
nafce the form appear to stand out with startling 
ividness and relief In one of his very latest 
rorks, the portrait of the Infant Philipp Prosper 
It Vienna, as a child of two years old, the white 
rapery, the minute fingers, the delicate baby face 
vm which look out great eyes of darkest blue, 
e all indicated with touches so loosely thrown 
upon the canvas that seen near by they are all 
ignfusion" — yet the life and truth are in them, 
and at the proper focal distance nature herself 
i before us. The touches combine to give the 
the local colours, the depth, the solidity 
nature, while at the same time the chief 
Impression they convey is that of the opalescent 
Say of changing tones and hues which, eluding 
; limitations of definite contours, make up to 
; painter's eye the chief beauty of the external 
torld. 
I iHoubmken, tSraatc Scheuburgh, s'Giavenhage, 1753, 1. p, 9a, 
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§ 89. How the Fainter is prep&red for 
Seeing now that this treatment of nature i< 
once so fine and so difficuh, representing the id 
at which all true painters must aim but wh 
only the greatest fully reach, it might have U 
expected that the graphic artist's method of tra 
ing and practice would have all been dired 
towards fitting him for the accomplishment of I 
special task of his art. As a matter of t 
however, the painter's education and his ea 
practice seem rather designed to make this I 
broad general delineation of nature's aspect* 
difficult to him as possible. As a general rulfl 
our schools of art the learner is not taught to U 
at nature as she actually appears, as tone si 
colour, but is obliged, first, mentally to transt 
that tone and colour into terms of form, a 
next, to abstract from the resulting forms thdf 
boundaries and nothing more, reducing in this 
way the whole to lines alone. This method of 
beginning with outlines is open to the obvious 
objection that it ignores the aspect of nature as a 
whole, and attends only to the parts. It breaks 
up what should always remain one, and it asks 
the delineator to substitute for what he really sees, 
certain conventions arrived at by a process of 
abstraction. On this ground it is every now and 
then sharply criticized ; ' Do not begin wilk out- 
Hnesl some say, ' but with the tones which you actually 
see'] and the method in question has only held 
the field because, though illogical and inartistic, it 
has certain practical conveniences. The fact is 
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iiat nature, when viewed in all her subtle and 
lelting loveliness, is too complex for the untrained 
e to seize. The strong framework which under- 
r gleaming outward show, and which the 
aster draughtsman like Hals or Velasquez always 
5 us feel beneath his soft transitions of tone and 
lour — the anatomy so to say of nature — is not 
f to apprehend, and the effort of the untrained 
: and hand would be liable to end only in 
^eness. 

The practice of the greatest painters lends 
a sanction to this traditional method of 
iching the graphic art. They all begin by em- 
isizing form, and divide their objects off from 
A other by comparatively definite outlines and 
trked patches of shadow. Velasquez does this 
Correggio, Rembrandt too and Hals, John 
tillip and Millais, and it is not till they have 
ved their time of apprenticeship that they 
[leal to us the magic of their art. It is in their 
Iture and later work that we find the free and 
isterly rendering spoken of above. The same 
Enomenon meets us in the history of the graphic 
r in general. The earliest painters did not look 
the whole face of nature, but only had eyes for 
ear objects ; even these they did not appre- 
nd as a whole, as a show of tone and colour, 
■ rather as forms, and in rendering them as 
! attended, like the beginner at the modern 
school, only to the outlines. The outline 
1 in with simple tints, with no variety of 
■nal markings or indication of the thickness of 
ects and their comparative remoteness, is the 
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standard form of the graphic art in ancient Egyp 
and in Greece, though in the latter country it « 
carried some steps further in advance. The saoi 
character belongs to the art during the middj 
ages, and it was not till the fifteenth century thi 
it began to come to a knowledge of its ( 
capabilities. Graphic delineation then advana 
rapidly through certain stages that will be df 
scribed in detail in the chapter on Painting 01 
and New, and attained perfection in the hands fl 
the great masters of the sixteenth and seventeent 
centuries, who were able at last to give an artisti 
rendering of the aspect of the world in all if 
outward charm. It seems, in fact, to be 
necessity of the case that analysis should preco 

synthesis, and the parts of painting should 1 

attended to first rather than the whoU. There 
accordingly one kind of undeveloped paintif 
that gives us only outlines, another kind 
reproduces for us in a clear-cut mechanical wa 
the impression of solid forms, a third that gives i 
light-and -shade, a fourth that emphasizes colcn 
while perfect painting will render directly tone a 
colour and texture all at once, and will conv( 
thereby an indirect but true impression of foi 
and distance. 

g 90. Imperfect forma of the Oraphic Art ; Linfr 
drawing. 

This last kind of painting will form the thei 

of the special chapter on the art, but a word ra 

.here be said on those more limited effects ji 

tooticed. Pure line, expressing form through 
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onvention, and for its beauty depending on deft 
ombination of curves, is common to the graphic 
t and to sculpture in relief. The contours of a 
iece of sculpture in the round vary as the 
xtator moves, but when drawn on a panel or 
icised on a marble slab, lines are comparatively 
istinct and fixed, and become more definite 
bjects of study. Generally speaking it is the 
ailptor, or the painter who has most affinity with 

plastic art, that delights in composition of 
s, and of this Flaxman is a conspicuous 
Bodem instance. The Greeks had great power 
1 the simple outline, as we may judge from the 
ncr draughtsman. ship on their vases and engraved 
Jrror-backs, of which good examples are to be 
amd in the British Museum,^ Probably the 
bgle figures by their greatest painters, such as 

Helen of Zeuxis, or the Aphrodite rising 
om the Sea of Apelles would have presented 

most perfect use of line that art has ever 
gown. For expressive manipulation of line, as 
stinct from that which aims chiefly at beauty, 
lolbein is supreme. No graphic artist has ever 
[ualled him in the power of analysing the com- 
t impression of nature and giving back what is 
Ssential by means of Hne only. His studies in 
le for portraits, preserved at Windsor and 
sewhere, are unsurpassed in art for the amount 
tat is conveyed in them by the very slightest 



'See, for example, a notablR kylii or shaUow bowl from Kamiros 
Rhodes, repiesenting in exquisitely traced outline AphrodiK^ 
Ijg OD a Swan {among the va^e? of the finest period). 
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S 91. Bepresentation of Solid Form in the Oraphic i 

Outline is just the boundary of a space of ti 
dimensions, and those outHnes which we see. c 
rather create by a process of abstraction, in natufl 
can be transferred directly to the canvas or paiK 
The representation on the other hand of so!id fori 
and of distance is a somewhat different matta 
and claims a moment's special attention. 

We have already seen that the impression ^ 
solid form and of distance (which is just space 4 
large in its third dimension) can be conveyed r 
perfectly by the graphic artist when he ignora 
them as facts, and renders only the appearance 4 
the face of nature. If he get his patches | 
light-and-shade and colour exactly right, 
forms will appear to stand out in his picture! 
they do in nature ; and if the different delic 
gradations of tone, that are marked on objectsfl 
accordance with their relative distance from i 
observer, be reproduced on the canvas, then I 
eye will appear to travel back through varid 
planes to the most remote regions of space. 
evolution of the graphic art however, both < 
large and in the case of the individual draughts- 1 
man, shows us that solid forms and distance only 
come to be properly represented as appearancti 
when the facts of them are first realized as 
material truths. The artistic rendering we have 
already considered only comes at the end of i 
long process of work, which consists in laboriouf 
copying form as form, and transferring the reced 
ing planes of nature to the upright plane of t 
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effort of translation. It 
I seem paradoxical to say so, but the art 
Bit is often too conscious of what he is doing 
\ it rightly. It ought to be no more difficult 
iim to draw a foreshortened limb than one 
fct before him, and it would not be more 
iilt provided that he were content to delineate 
8y what he sees and that on!y. Through the 
I of habit, however, he persists in thinking all 
kne of the actual length of the limb which he 
is by experience, and will nearly always make 
p long in his drawing of its foreshortened 
It Similarly, in drawing an interior view or 
(ection of buildings presenting various angles 
p line of sight, he need only attend to differ- 
I shaped surfaces and their boundaries, but he 
bt get it out of his mind that these surfaces 
n many cases not really upright before him, 
feceding more or less sharply from his eye. 
nixes up, that is, considerations of the defitA 
mows to exist with those of the extension 
|l is all he really perceives, and feels helpless 
puzzled till aided by a certain device called 
Sective, which helps him to draw the lines 
fling these surfaces with correctness, and 
lies him with a certain set of conventions 
(ing to all cases where forms of three dimen- 
fhave to be represented on a plane surface of 
two. He need not necessarily use these con- 
pnal rules whenever he draws from nature, 
hit will be found in practice that simple 
^htsraanship, dependent on the eye alone, 
teufHce for ordinary scenes of landscape and 
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sky with distant buildings and the like, but * 
not be accurate enough for interiors and for nt 
architectural views full of apparently sloping lir 
Uiat converge or recede at every possible angle. 

g 92- Graphic delineation as aided hj FerapeetiTt, 
It is only in virtue of some external help, sc 
suitable set of conventions, that the draughtsr 
of ordinary powers, puzzled as he is by the a 
sciousness that things are not as they seem to ' 
can get these oblique lines all into their 
positions, and hence the value of perspect 
science. Now there are two things that 
spective can accomplish for the painter, 
can help him to represent correctly what 
actually sees before him ; it can also enable t 
to construct on his paper a plausible delinead 
of objects not actually in view or not in existen 
at all. The preliminary conditions required : 
the orthodox practice of perspective, are com 
knowledge as to the actual size, shape and positi 
of all the real or assumed objects to be includ 
in the view. The draughtsman must have 
ground-plan of all that section of nature 
bracing the objects in question, with elevatie 
drawn to scale of buildings and similar for 
introduced. Where it is only supposed objo 
. that are to be drawn, their position, shape ; 
size must be predetermined with the same clo 
ness and accuracy. Given these conditions, ' 
process of delineating the objects to be copied' 
constructed follows according to certain formu 
calculated to secure mathematical correctness 
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&e result. No reference need be made to nature 
t all. If the plan and measurements give the 
tata required, the process of forming the repre- 
aitation is a purely mechanical one and in no 
artistic. We have then this somewhat 
|inomalou5 result, that a correct delineation of a 
t of complex objects in nature can be produced 
I two entirely different ways. One way is by 
jure draughtsmanship, the hand merely reproduc- 
j directly what the eye sees without any inquiry 
S to the actual position or shape of the objects ; 
: other way is by pure science, the delineation 
being constructed piece by piece on a basis of the 
wledge of this actual position and shape, with- 
mt any draughtsmanship about the matter. 

In the practical daily work of the painter (as 
istinct from that of the architectural draughts- 
n), the preliminary conditions required for the 
ihodox performance of perspective rites are as a 
; unattainable. He does not possess, and will 
trouble himself to procure, the needful plans 
I measurements. The service that perspective 
; render to him will be of a more rough-and- 
Sady kind. Its chief value will be in intro- 
a principle of order and arrangement 
le complex network of oblique lines pre- 
mted, say, hy a group of buildings seen at 
lifferent angles. As a matter of actual fact 
I the draughtsman went up to and examined 
buildings in question he would find on 
tch a great number of sets of parallel lines ; 
I the case of each elevation there would be the 
s of base and of cornice and of roof ridge, of 
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all the horizontal string-courses, of the sills ; 
lintels of the windows, etc., all parallel to ead 
other — and so on throughout the buildings. Not 
when the elevations are seen at an angle the^ 
lines are no longer in appearance parallel, I 
perspective teaches us that they still preserve! 
relation to each other of such a kind that if i 
can draw one of them correctly we can i 
ately go on to draw all the rest. In other word 
perspective enables us in such a case to divide the ' 
lines of a complex view into certain groups, formed 
in each case by lines actually parallel to each other, 
and to know that when one line of a group is fixed 
all the rest will readily fall into their places accord- 
ing to a predetermined formula, all in fact seeming 
to converge towards a certain imaginary point 
called a vanishing-point. There are other ways 
in which perspective offers practical help to the 
draughtsman ; besides providing him with these 
vanishing points to which to draw his sloping 
lines, it will enable him to fix the proper height 
for the figures introduced into his picture on what- 
ever plane of distance they stand, and in other 
respects will lighten his labours. The substantial 
aid which is thus afforded to draughtsmanship 
is sufficiently attested by the fact that, till the 
science was studied in the fifteenth century, artists, 
however sure of eye, had not been able to draw 
correctly the raking lines of buildings, or properly 
reduce objects according to their distance. The 
ancients, skilled delineators though they were, 
blundered over these tasks, and Pompeian wall 
[□tings exhibit the wildest mistakes which wou] 
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now be impossible to any one who could hold a 
pencil at a)l. The medieval draughtsmen, includ- 
en a Giotto, were almost equally uncertain : 
and the fact is an additional proof of what was 
said above— that though it is the ideal of the 
graphic art to represent form merely through 
artistic rendering of tone and colour, yet in prac- 
tice form must be studied first as form, and in the 
light of perspective science, before such free de- 
fineation becomes possible. 

§ 93. Aerial Perspective and its Btndr. 
The same may be said about the rendering of 
distance, or the third dimension of space at large. 
The relative distance of objects is mainly revealed 
by differences in their light-and-shade and colour- 
IBg. There is less reflected light from distant 
objects, less intensity of shade on them, less 
saturation of colour. If these gradations of tone 
and of colour be rightly given, then the effect 
" distance is truly represented. It is possible 
Acrefore to convey all the effect of distance merely 
Jy direct copying of patches of tone and colour. 
here again the history of the art shows us 
diat this direct rendering is the ultimate result, not 
beginning of painting. Distance was no 
more correctly given in the old time than was 
perspective -form. It was simply ignored in favour 
if the few near objects which were all the theme 
' graphic art till the fifteenth century. Only 
iriien the science of rendering distance, or aerial 
perspective as it is termed, was taken up and 
Inade a special subject of study in the sixteenth 
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and seventeenth centuries, did the field of paintii^ 
come to embrace what it embraces in modes 
times — -the whole aspect of nature in all i 
infinite extent and variety. 

§ 94. Colonr in the C^phlc Art 
The foregoing considerations will have explain 
what is meant by the common statement that t 
graphic art represents the third dimension of spa 
and distance by a convention. The statement, 
we now see, is both true and false — true of t 
ordinary mechanical process of drawing, but i 
correct of the mature work of the really accoi 
plished modem painter, whose rendering is i 
conventional but direct This will suffice on t 
subject of the rendering of Form in painting, a 
there remain the effects of Colour and Light-aE 
Shade. These are of course perfectly rendered- 
the mature modern style of painting establish 
by the practice of men like Correggio, Rembra] 
and Velasquez, but they are so magically blenc 
that we can- hardly say what is Hght-and-shi 
and what is colour ; while in the case of colour 
fail to distinguish separate primary or second; 
hues, and receive the impression of broken ti 
combining into greys with certain predomini 
tendencies, rather than that of positive pigme 
from the paint-box. There is a science of coli 
which tells us how tints affect each other by tt 
proximity or in their succession one to anotl: 
but this science is more a matter of concern to ' 
decorative artist than to the painter of pictui 
The former employs positive tints in comparativ 
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i masses, and the study of the theory of colour 

fa to him a distinct part of his professional training. 

In the cabinet -picture the colour-effects are so 

labtle that only the native artistic tact of the painter 

tan deal with them. He may know, as Sir Charles 

istlake tells him. that ' Flesh is never more 

bwing than when opposed to blue, never more 

srly than when compared with red, never ruddier 

ma in the neighbourhood of green, never fairer 

when contrasted with black, nor richer or 

)er than when opposed to white," and he will 

e the knowledge by working for combinations of 

roken colour and not for contrasts of definite 

In fact it is only in virtue of his having 

1 born a colourist, that he will know how to 

bring clear harmonies out of these varied notes in 

their exquisite gradations. Rembrandt is a 

iaaster-colourist but seldom gives us a patch of 

sitive tint All his hues are saturated with the 

jolden brown which flooded his palette and gives 

fee predominant colour-effect of all his canvases, 

lOTT^^io fuses his gayer and more opalescent tints 

ilto the lovely greys of a misty sky at dawn, and 

ives us not so much gold and pink and rose, as 

lolden-greys flushing into red with pearly neutrals 

the half-tints. Corot paints in greys just 

indling into more positive hues. A classic 

istance of the painter's treatment of colour is 

Blue Boy by Gainsborough at Grosvenor 

Eouse, London. Every one knows the story of 

how Reynolds had laid down the principle 

: the chief mass of colour in a picture could 

^Ma/trials, 11. p. 309. 
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never be a cold tint like blue, and how his great 
rival painted his portrait of Master Buttall clad 
entirely in that hue, as a practical rejoinder. As 
has often been remarked, Gainsborough so broke 
up his blues with warm greens and browns that the 
effect of a mere mass of the single pigment gives 
place to that of a delightful harmony, with blue 
only as the dominant note. 

It is true that we only find this free and fluent 
handling of colour among the really great masters 
of the brush. Both in older and in modern times 
there have been innumerable graphic artists to 
whom the name 'painter' cannot be disallowed, 
who have used colour in patches more or less 
distinctly defined and positive in hue. The old 
painters before the sixteenth century employed 
colour in this definite way, and such was through- 
out the practice of the fresco ist Wherever 
indeed the strength of painting lies in its clear 
delineation of form, there colour will be used 
mainly in subordination thereto, and will serve lo 
mark the boundaries of forms, tint being laid over 
against tint within defined outlines. Work of this 
kind misses the peculiar charm of painting, of 
which so much has already been said. It may 
have excellent qualities of its own but from the 
point of view of pure painting it is imperfect 
The outline filled in with colour is no more the 
ideal of the graphic art than is the outline alone. 

On the other hand painting may convey the 
impression of colour only, without any suggestion 
of nature. This is the work of the decorator, who 
may provide for the eye, as in oriental textiles, a 
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feast of colour of the most delightful kind without 
any hint of form. This cannot, however (see 
J 112), be held to constitute a form of painting 
s a fine art. On the one hand the colours are 
not so subtly broken and blended as in advanced 

. painting, and on the other, there is none 
that representation of nature which is an 
essential element in the graphic art. There are 
roodern painters, such as Monticelii, who execute 
ttudies in colour with very little reference to the 
brms of nature, Here we have colour artistically 

■oken and blended and perhaps a suggestion of 
lature, but the slightness of the suggestion pre- 
ludes such works from ranking as fully developed 
sinting. 

§ 95. Texture in the Graphic Art. 

The effect of texture in painting is a necessary 
idjunct to the effect of mingled tone and colour 
lat we enjoy in the finest manifestations of the 
Texture, as it appears to the eye, results 
surface modulations of light- and-shade so 
minute as to blend together in one single impres- 
I. This effect can be rendered perfectly by a 
r skilful use of the brush, achieving what Sir 
Ihartes Eastlake has termed the combination of 
solidity of execution with vivacity and graces of 
landling, the elasticity of surface which depends 
1 the due balance of sharpness and softness, the 
porous touch and the delicate marking — all sub- 
rvient to the truth of modelling.'^ When oil- 
^gment ts handled in this supreme fashion its own 

'^Materials, ri. p. a5l. 
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texture upon the canvas is lovely and delightfii 
Alfred Stevens even remarks that ' the executio 
of a fine piece of painting is pleasing to tl 
touch';' even the way in which it cracks revea 
its quality.* Painting which has in itself tfc 
quality 6ttingly renders the sensitive play 
surface on the things of nature. Without actual} 
imitating by the texture of the pigment the textui 
of the object delineated— a trick possible, but ( 
doubtful artistic value — the paint can so be lai 
on the canvas as to suggest that peculiar beaut 
of objects under certain accidents of lightin( 
which we have seen to be the special quality t 
nature that the graphic artist and he alone c 
render. 

§ 96. Ligh tr and -Shade in tho Grapliic Art. 
There remains the rendering by the grapl 
art of Light-and-Shade. This is so characteristic 
feature of the art that in modern times a speci 
form of the graphic art has been occupied wil 
this alone. Up to the fifteenth century the me 
outline drawing or monochrome study h 
often employed by itself for decorative or recor 
ing purposes, or else as a first stage towar 
painting. The more extended use of Black ai 
White as independent means of artistic expressi( 
dates from about the fifteenth century, and w 
connected then with the invention of printii 
and the consequent spread of an interest in ti 
acquirement of knowledge among all classes 
'ipressions stir la Fdiituri, Paris, lSS6, No. cdv. 
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the people. The earliest engravings, especially in 

Germany, the home of the printer's art and seat of 

tbe Reformation, were as a rule of religious import. 

And were issued singly or bound together as 

'block- books,' the picture being accompanied by a 

f Imes of illustrative text. They were, that is to 

say, strictly delineations, claiming attention by 

reason of their subject and not for any formal 

STtistic beauty. The technique by which the first 

ffigravings were produced was itself of immemorial 

kntiquity, but had not been employed for the 

multiplication of designs on paper until this epoch. 

The engraving was of two kinds ; either incised 

Bnes were cut with a graver on a plate of metal, 

w raised lines were produced on a block of wood 

by the cutting away of the surface in the inter- 

nediate portions. The incised or projecting lines 

were then filled or coated with ink, and the paper 

receive the impression was pressed firmly against 

I them. Now incised designs on metal plates had 

I already been made by the ancients, especially in 

lUie form of decoration for the backs of mirrors, 

■and in the medieval period such practice had 

Mitinued,^ with the addition that the incised hnes 

often filled in with a black paste or cement 

ducing the so-called niello-work. German and 

Fitalian goldsmiths of the fourteenth and fifteenth 

' At (he bases of the ' toiveis ' set round the great ciown-light in 
I fte Minster at Aachen, a, woik of the twelfth century, there are 
■ei'plates with indsed des^ns, and it is inteiestiug to know Chat 
»ere actually taken from these in a copper-plate print- 
Ig press for publication in Bock, der KronUacklcr Kaistrs FrUdrUk^ 
iamisa, Leipdg, 1864. 
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centuries made designs for niello on plates of 
silver, and may often have taken proofs by inking 
the lines and pressing paper against them, (or 
the purpose of seeing the effect of the drawing in 
black.^ Wood-blocks also, with the lines of the 
design in relief, had been used by the Egyptians 
and Romans eis stamps for bricks, and further they 
had been employed during the middle ages both 
in the East and the West for stamping designs on 
texile fabrics. The plate and block were therefore 
ready to hand, and the novelty in the fifteenth 
century was the use of them to multiply impres- 
sions, which were then issued as independent 
works of art of a popular kind. From this point 
the development of work in black-and-white 
followed that of the graphic art as a whole. It 
began with clear delineation by means of outlines, 
and then advanced to the rendering of the effect 
of solid forms by means of Hght-and-shade, in 
which shape the art was perfected by Albrecht 
Dtirer. It was still selected near objects, rath 
than the face of nature as a whole with all % 
planes of distance, that was represented, until 1 
art passed under the hands of Rembrandt. Thi 
it was that it came as it were to a knowledge of 
itself, and developed at once into an art producing 
its effect directly by means of gradations of tone, 
though representing indirectly solid forms and 
distance. Such has continued to be the character 
of the art in modern times whenever it has I 

< Vasari tells us that Ihis was done (certainly not for the first tj 
by Maso Finiguena, a Florentine goldsmith, about 1460. — 
ed. Milanesi, v. p. 365, dla di Marcantanie Bolognesi. 
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employed in its full scope, and in correspondence 
with this are the modern processes of etching and 
mezzotint. Works carried out in these and other 
similar processes differ from the older line engrav- 
ings and wood-cuts in the characteristic that they 
represent masses of tone rather than outlines, and 
ftough the etcher works with a line it is becoming 
more and more the custom to depend for part of 
the effect on broad tints independent of lines, that 
are produced by the manipulation of the printer. 
The aim of the etching and mezzotint is to repro- 
duce all that 'play of effect' over the surface of 
ftings already spoken of, with the omission only 
of colour, and as far as possible they ignore mere 
eutline. 

Light -and -shade drawing has proved itself so 
efficient in suggesting the forms and spaces of 
nature by means of tone, that the graphic artist 
■can now produce the effect he desires by abbrevia- 
tion. A rough sketch consisting of a few lines or 
Wots by a skilled hand will convey to us the 
impression of form or space or darkness and light. 
The older artists of the pre-Rembrandtesque 
period would never have attempted anything of 
"le kind. What they drew they delineated clearly 
ad completely so far as their vehicle allowed. 
She modems delight in feats such as this described 
of the late Charles Keene, to whom an artistic 
friend watching him at work in his studio re- 
marked, ' " I can't understand how you produce 
that effect of distance in so small a picture." " O 
•-easy enough," replied Keene, " Look here," — 
and — ke did it' But when and how he gave tlu 
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touch which made the effect, his frieiu 
his work closely, was unable to discoi 
to the eyes of a public well accustomed 
tion in black-and-white would these d 
of an accomplished draughtsman appe 
for ^e reality of nature. 

> F. C B. in Fknti, 17th Jannaiy iS^i 




CHAPTER II 
THE WORK OF ART AS SIGNIFICANT 

g 97- Beant7 and BigoiScance id Works of Art 

Che preceding chapter has been occupied with an 
ioalysis of the impressions conveyed to our minds 
y the several arts of form, Works of art present us 
Bth effects of Mass, with Compositions of Forms 
|3iid Lines, with a show of Colour and of Light-and- 
jShade. The esthetic pleasure we derive therefrom 
imay be analysed from the points of view of psy- 
Ishology and ethics, but this analysis lies outside 
&£ scope of the present treatise. Without entering 
fa the philosophy of the subject, it may be enough 
ifcr us here to know that works of formative art 
jdo give us pleasure of a disinterested and lasting 
Innd, and this for two reasons ; partly because 
feey are beautiful, and partly because they are 
fgnificant. 

! This association of significance with beauty as 
Elements of effect in the arts of form, is opposed to 
Bie view of some modern critics, who assert that a 
Rork of art should be beautiful and nothing more. 
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The argument on which they chiefly rely to 
support this view is derived from the art of music. 
As music, they say, delights the ear by a succes- 
sion of lovely sounds, so architecture, painting and 
sculpture should delight the eye by lovely forms 
and hues. As the sounds of music are mere 
sounds and mean nothing, so the colours and 
forms in question should be colours and forms and 
nothing more* That they express or symbolize 
ideas, or represent anything in nature, is an un- 
toward accident, to be as far as possible ignored. 
A picture, according to this theory, should be s 
much as possible like a Persian carpet, and present i 
a beautiful combination of colours and pleasing 
harmony of tones, without any complications aris- 
ing from 'subject' or truthfulness to nature, while 
architecture and sculpture should offer agreeable j 
combinations of lines and masses, without dabbling 
in symbolism or idealization of the human form. 

Fully to discuss the questions thus raised would 
require a volume, and it will only be possible here 
to bring forward one or two reasons for retaining 
the term ' signiiicance ' side by side with that of 
'beauty' in the connection just indicated. The 
theory under consideration possesses an attractive 
simplicity, but the facts of life render it nugatory, 
If painting and sculpture were to cease to re- 

' ' As music is tbe poetry of sound, so is painting the poetry of 
sight, and the subject- mat ter has nothing 10 do with harmony of 
sound or of coloui. . . . Ait . . . should stand alone, and appeal 
to the artistic sense of eye or eai, without confounding this with 
emotians entirely foreign to it, as devotion, pity, lore, patriotism. 
and the like.'— J. M'Neill Whistler, T/u Gentk Art of MaUt^ 
Entmiei, London, hdcccxc, p. 127. 1 
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Dduce the scenes and objects of nature, and 
chitecture to minister to the real or ideal needs 
men, such a theory of the arts of form might 
fice. As it is, however, the shapes and tones 
i colours presented in the arts of form are not 
irely visual impressions, but are continually 
pealing to trains of association in our minds. 
ound the persons or scenes or objects, of which 
! counterfeit presentment comes before us in 
inting and sculpture, we have woven associations 
pleasure or pain or interest, so that they have 
come to us no longer mere things but part of 

furniture of our intellectual and moral life. 

divisions of the architectural mass, on which 

beauty of its composition depends, are condi- 
ned by the social purposes which the interior 
ces have to serve, and with these purposes we 

more or less familiar and sympathetic, We 
inot therefore look on the counterfeit present- 
nts, or on the divisions of the edifice, without 
ne stir of memory or anticipation which testifies 
the human interest with which they are charged. 
ese associations exist indeed in connection with 
aost everything that can be seen or suggested 
ke in nature and in art. 

% 98. Art is Significant as appealing to Natural 
Symbolism; (A) in Light and Colonr, 

This being the case, it may be doubted whether 
of our impressions of tones or colours or 
s are really simple and immediate, and not" 
T in each case complicated by an element of 
iation which contributes to the ultimate effec 



THE WORK OF ART AS SIGNIFICANT 



on our minds. Wundt remarks that ' many 
psychologists . . . assert that every sensation 
arouses some accompanying ideas, and that the 
affective action of the sensation is due in every 
case to these ideas,' ^ but this distinguished 
authority does not share this view. Analysing 
the impressions of light and colour and form, he 
finds in them an immediate element by which they 
affect us in independence of recollection, and the 
possibility of this must be admitted in any account 
of the different kinds of pleasure we take in a 
work of art. It will save confusion if this whole 
subject be briefly dealt with in the present and 
following sections, though in strictness our seem- 
ingly direct impressions of light, colour and form 
should receive their notice in the chapter on the 
Work of Art as Beautiful. 

The simplest impression we derive through the 
sense of vision is that of light. The unconstrained 
exercise of any power that is in good workir^ 
order and responds to a normal stimulus is pteasut- 
ab!e, and accordingly light that is not too strong 
gives pleasure through the sense of seeing. The 
apprehension of differences in the amount of light 
reflected from surfaces, and the comparison of these, 
may also be pleasant, and at times shadow may 
be grateful as a rest from h'ght. It is surprising 
however how soon this simple satisfaction in the 
exercise of the sensory faculties passes into im- 
pressions of a more complex kind in which there 
is present a certain intellectual element In the 

' Ottllints of Fsycholcgy, American tianslatioD, Leipzig, Londoa 
d New York, 1897. P 77. 
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ginning the greater or less illumination of a sur- 

; is a merely physical fact which brings about 

Brresponding photo-chemical changes in the deli- 

: retinal apparatus of the eye. But with our 

msciousness of these will probably be associated 

(ubjective complements of the sensations,' ' that 

t, some memories of former impressions or some 

blated ideas which mix with and modify the total 

For example, the words ' light ' and ' dark ' 

ftipress certain physical facts that can be scientifi- 

iJly measured; 'high-' and ' low-in-tone ' give 

equivalents in the technical language of the 

but if we adopt instead the synonyms 

right ' and ' gloomy ' we feel that there has 

t in a certain ethical significance. It is im- 

osslble to dissociate ideas of an ethical kind from 

daylight and the night, the dawn and the 

iriHght, and a certain suggestion of these ideas 

ponnects itself with our apprehension of light and 

: in tone-studies. In such studies astheetch- 

> of Rembrandt or Turner's mezzotints in the 

ier Studiorum, the mere contrasts and transitions 

: apprehended with a sort of physical pleasure 

1 is quickened to artistic appreciation as we 

; the skill with which the tone-composition is 

Tied out, while over and above this the senti- 

t of the piece, in its appeal to all the ethical 

t of the ideas of gloom and radiance, will 

■ the impression of it up into the higher 

i of c 



'Wundt, Ibid, p, 74. 
■ "^Vrio Him writes of ' the melancholy whit^ ceui be eipfGK 
tbottt any anthropomorphic element, by a meie relation betwefl 
l^bt and shadow. ' — Origins ef Art, -p. 138. 
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Next to the impressions of achromatic light, 
those of chromatic light, or colour, are the simplest 
and most direct of all which come to us from 
works of art. It is a fact to which all persons of 
artistic sensibility will testify, that certain colours 
are pleasurable in themselves, without there being 
any question of harmony or contrast of tints. 
Others are in themselves harsh and unpleasing, 
and such persons suffer positive pain when con- 
fronted with old-fashioned aniline mauve or 
magenta dyes. There is a third kind of tints, the 
so-called neutrals, to which most people will be 
merely indifferent but among which the artistic 
eye will discriminate the most delicate nuances, 
classifying them as pleasing or the opposite. It 
would be interesting to obtain a full explanation 
of these different impressions from the point of 
view of physiological optics, but even on a super- 
ficial view we can understand in general how a 
pure, deep, saturated colour, such as the crimson 
of oriental silks, may excite those parts of the 
retina which are sensitive to red abundantly but 
without over-strain or any confusing bye- or 
counter-stimulus, and so result in pleasure ; while 
other hues produce a languid stimulus, or else a 
conflict or confusion of stimuli, the effect of which 
will be similar to an unmusical sound or a discord 
in the case of the sense of hearing. 

With colours, however, are very closely though 

not indissolubly associated the ideas of coloured 

J objects, and in these cases the notion of the object 

I comes in to mingle with our impression of the hue. 

I Wundt considers that pure impressions of coloi 
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ithout any thought of objects are possible, for 
le hues of the spectrum which as colours are 
;h]y effective are ' generally very different from 
lose of the natural objects to which accompany- 
feelings might refer." He admits neverthe- 
that ' the sensation green arouses almost 
unavoidably the idea of green vegetation, and 
since there are connected with this idea composite 
feeUngs whose character may be entirely indepen- 
dent of the affective tone of the colour itself, it is 
impossible to determine directly whether the feel- 
observed when a green impression is presented, 
a pure affective tone, a feeling aroused by the 
;nding idea, or a combination of both.'* 
Hence a natural symtwlism attaches to colour 
in the same way as to grades of light and shadow. 
This is illustrated in the popular distinction be- 
tween ' warm ' colours and ' cold,' The source of 
le distinction is probably to be found in associa- 
ms formed in the remotest past of the race, 
warm ' colours, represented centrally by 
Idish-yellow, are connected with sunshine and 
physical quickening of human life and unfold- 
of nature's products, and the association of 
ideas thus brought about modifies our direct 
impression of such colours without our being con- 
scious of the process, We might suspect some 
inherent physiological virtue in the special colour 
red, attested by the effect of it upon certain 
animals and by the fact that their secondary 
marks of sex, as in the comb of the cock, are so 
often marked with it. It may very well howevi 
' Ibid. p. 77' ' ''*''«'• P- lf>- 
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be that the exciting character of the colour 
among men is partially due to the fact that it is 
the colour of blood, just as green may through 
its suggestion of vegetation aflTect us with a sense 
of pleasantness and quiet. Red at any rate 
(partly perhaps through its commonness as 3 
pigment) is the most popular of all colours in 
decoration among primitive peoples, and was used 
at a very remote period for the loving embellish- 
ment of the bones of departed kinsfolk,' 

g 99. (B) and in Form. 
Our quasi-direct impressions of form are more 
susceptible of analysis than those of single coloun, 
for the former are gained not merely by the 
reception of an image on the retina but by the 
actual movement of the eyeball, which is an affair 
of muscular effort more or less measurable. We 
are not dealing here with the apprehension of 
solid fomi, that is form in all three dimensions ai 
once, though there is a natural symbolism hett 
that accounts for much in the artistic impression 
of architecture, and will be noticed in subsequent 
sections (§§ loi f.). The formation of our im- 
pression of solid form is a complicated matter, and 
depends partly on binocular vision, or the seeing 
with two eyes at once, partly on our experience of 
the sense of touch, partly on that of bodily motion 
from place to place. The apprehension of form 
in two dimensions, that is of a surface with definite 
contours, is much simpler, but involves muscular 
movements of the eye as well as activity in tb< 
' Grossa, lUt Anfdage der Xiitist, p. 58 f. 
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Etina. This act of vision is well described in the 
)IIowing words : 

' In the process of seeing, the eye in continual 

lovement passes over the whole object fixing it 

every point, either following its contours or 

tracted by the varying impressions of light, 
Jiich, vaguely apparent in different parts, are 
ifiicient to attract the attention to themselves. 
tt no point does the glance dwell, but it returns 
ipidly to every point passed, so that gradually 
Jere are formed more or less lively reminiscences 
f each part, out of which the resulting complete 

ipression is put together. The facility of the eye 
) accomplishing these journeys is so great that the 
ptails of the process quite escape our conscious- 

Now it is held by some authorities that esthetic 
Kistire and pain depend on the way in which 
ese changes and movements are made, and the 
itter, according to Herbert Spencer, stands some- 
lat as follows. We have to take as our 
Brting-point the familiar sense of gratification we 
:perience when we exercise freely and to the full. 
It without straining it, any of our bodily powers. 

the movement be natural and easy and not 
rsisted in when fatigue has begun, this pleasure 

its concomitant, but if on the contrary it be 
:ky, constrained, or too long continued, there 
lults discomfort or pain. The case is exactly 
e same with those delicate and sensitive fibres 
Rt are connected with the organs of sight and 

Guido Haoclc, dU Subjective Perspeelive, etc., Stnttgart, 1879, 
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hearing, The small muscles which move the eyd 
in those rapid journeys over the objects of vision 
just described, have their own minute sentiments 
of satisfaction and discomfort, and manage 
make these tell for much more than might hav^ 
been expected in that wonderful laboratory of t 
brain, where, out of stimulus to nerves and chemical 
or mechanical changes, are fabricated those whoUj 
different products we call pleasure and pain. Il 
other words the act of apprehending the form of I 
surface with definite contours involves musculal 
movements of the organs of vision, and these com 
under the law that the exercise of bodily power! 
is under certain conditions pleasurable, under otha 
conditions the reverse. As an Esthetic fact the 
curve is in itself undoubtedly more pleasing thai 
the straight line, and this may depend on tin 
physiological truth that, as the muscles of the ey( 
ball are arranged, it requires a special effot 
involving some constraint to make the eye foUoR 
a straight line, while, as stated by Wundt, '1 
line of gentle curvature is the line of movemei 
most easy for the eye to traverse.' ' So to 
the difference between a rich full curve and ; 
poor one, though quantitatively very small, maj 
be felt and estimated by the fastidious organs ( 
vision. 

The sensitiveness of the artistically trained eyi 
to form is as great as it is to colour. There maj 
be two form.s, say two vases, that are of about th< 
same size and shape but of which one is to thh 
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iye exquisitely beautiful, the other commonplace. 
Bo too there may be a collection of male portraits 
each in sable garb, and while the ordinary observer 
receives from all alike the single impression 
^black,' the glance of the artist will detect qualita- 
ive differences that give some of these ' blacks ' an 
irtistic value out of all proportion to the rest. It 
eems hard to believe that the muscular move- 
nents round the eyeball, and the impressions in 
the optic nerve, are so different in these cases as 
account for the varying artistic impressions, and 
s not unnatural to find the idea of ' subjective 
implements of the sensations ' invoked as possible 
^planations of the phenomena. The following is 
"roin this point of view instructive. 

There is nothing about which experts in physio- 
k^ical optics are more sure than about the 
physical reason for certain familiar illusions of 
rision. One of these is our tendency to over- 
stimate the height of a vertical line as against a 
jrizontal. Wundt states that ' a vertical straight 
e is judged on the average one-sixth too long as 
[npared with an equal horizontal line,'^ so that 
)st people in drawing a square by the eye will 
»t make it high enough, and if they estimate the 
elative size of the sides of a true square will think 
t higher than it is broad. This is explained by 
fact that the muscles of the eye act more 
Jaaily laterally (that is in moving the eyeball along 
t horizontal line) than up and down. Hence when 
measure by the eye a vertical line we are 
^ing the muscles more trouble than when we 

' Outlines, p. 113. 
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measure a horizontal one of the same length, and 
in translating the muscular effort into terms of 
distance, according to the established normal 
relation, we arrive at results that are sl^htiy 
inaccurate, and imagine the vertical line to be 
longer than the horizontal one. Recently however, 
an entirely different account of this same 
phenomenon has been offered in the jEstlitHc of 
Space by Professor Lipps of Munich.' He 
suggests that verticality gives us the intellectual 
impression of an effort made to overcome gravity 
and to keep upright, and that this leads us 
unconsciously to magnify the dimension with 
which this sense of effort is connected. We 
sympathize, he says, with the column-shaft in its 
stiffening of itself to keep upright and fancy it 
taller than it really is. 

A consideration of the above will incline us to 
admit the possibility that this natural symbolism 
in forms accounts at any rate in part for, the 
aesthetic impressions we receive from them. There 
is for example an ethical suggestion which belongs 
to the ideas ' up ' and ' down ' or ' lower ' and 
' higher,' and this lends a corresponding signifi- 
cance to the general disposition of architectural 
masses. An architectural style in which the main 
lines are parallel to the earth, as in Egyptian work 
and Greek, carries with it at once a different kind 
of ethical association from that attaching to a 
style in which, as in Gothic, the dominant lines are 
vertical and the masses terminate above in upward- 
striving slender spires and pinnacles. Association, 

^ RaumanthtHk, Leipzig, 1857, pp. 7. 104- 
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moreover, plays its part in our appreciation of ti. 
■ounded forms presented in sculpture or in certain 
^oductions of industrial art. In the case, for 
xample, of the contour of a fine Grecian vase, 
i is, as we have seen, a certain physiological 
Measure to be derived from its contemplation 
s quite direct and independent of subsidiary 
ideas, but already when the eye, after tracing with 
atisfaction the enclosing line, has conveyed to the 
nind what becomes the impression of a rounded 
ody, there have been called up associations 
onnected with other rounded forms of which we 
lave had past experience, such as those of the 
lUman frame, or even more specially of the 
llurturing bosom, and these modify the general 
npression. We may say, indeed, adopting words 
I Shelley's song, that 

' Nothing in the world is single ; 
All things by a law divine 
In one another's being mingle.' 

Xhe latent affinities and associations which biiid 

bings together are to the poet the chief source of 

5 thoughts, and verse never more perfectly fulfils 

[|ts function than when it is making them under- 

ptood with clearness and force. A function of the 

^me kind belongs to the arts of form, and there 

t no reason why we should seek to eliminate from 

E sources of artistic expression all appeal to this 

latural symbolism, through which we are bound by 

inumerable links of interest and affection to the 

arid around. 
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^ 100. Rejection of the Oounter-Theoiy that Formal 
Beantf is the ooly true artistic quality. 
The discussions in this chapter will, 
believed, justify the statement made at the outset, 
that works of art delight us for two reasons, partif 
because they are beautiful, and partly because tkey 
are significant. It is not denied here for 
moment that there may be format cesthetie 
pleasure without the existence, at any rate to onf 
own consciousness, of any intellectual or moral 
element. Music often affords such pleasure and 
so do the arts of form ; the mistake is to pretend 
that such formal pleasure is the only legitimate 
gratification to be derived from art — that 
adopt an inartistic attitude when we rect^nize oi 
look for in a work of art any elements appealing' 
to thought or sentiment. Though at times 
receive from such a work an impression of delight 
that seems as direct and simple as the taste of 
sweet substance to the palate, yet in most 
the impression is of a complex kind, and depen 
upon the association of ideas or upon a process 
reflection ho rapid as to pass without our conscioi 
participation. The word ' beautiful' may be taki 
to apply to those impressions of a formal kii 
that may fairly be described as immediate, whi 
we use the term ' significant ' for those that hai 
a lai^er separable element of association and refli 
tion. For this distinction no scientific precision 
k-claimed. It is adopted as a practical measure 
I favour of that clearness which in a complicated d 
■cussion of this kind is not easy to secure. 
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|i 101. The Architectural Monument as a significant 
Work of Art. 
In considering now the work of art in these 
two aspects, we wil! regard it first from the point 
of view of its significance. It wil! be convenient 
to separate the impression produced by the 
artistic unity in itself in its broadest and most 
general aspect, from that due to the Composition 
of the parts that make it up. It is in architecture 
that this distinction is most clearly apparent, for 
in architecture the monument as a whole possesses 
an artistic character quite independent of the re- 
lation of its parts. As a type therefore of the 
single, strong and immediate impression which can 
be conveyed by a work of art as a whole, let us 
take that of a vast and beautiful building, into the 
presence of which we are suddenly brought. The 
writer well remembers his first sight of the western 
facade of Rheiras Cathedral. Arriving late, he had 
been driven to his hotel without any idea of its 
situation, and far on in the night, throwing back 
the Venetian shutters had gazed unsuspectingly 
forth across the moonlit street. There, in front, 
beyond the little Place, buttressed with gloom but 
bathed above in silver radiance, stood one of the 
most splendid monuments of medieval art All 
about it was silent and motionless ; the vision had 
burst unexpectedly upon the sight ; it was a 
moment to test the strength and character of the 
main artistic impression immediately derived from 
such a work. 
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g 102. The first essentials of Architectiiral Effect ; Vast, I 
The reader who remembers similar experiences I 
will agree that such an impression is primarily one 
of greatness, of mass. The eye is filled with an 
imposing presence ; what we perceive is a structure 
vast beyond the measure of its surroundings, vast 
beyond the scale of the works of men, and akin 
rather to the colossal forms of the material uni- 
verse. The particular shape and contour of the 
mass, its inner divisions, the relation of its parts, 
the light and shade and colour that chequer or 
play about its surface — these all escape us, and for 
the moment such inquiry into detail seems even 
trivial in face of the awe-inspiring height and 
breadth of the whole. This is then the first 
essential of architectural effect — that which Mr, 
Sedding once picturesquely described as the ' sheer 
weight and vigour of masses . . . employed as an 
attribute of expression, — the undivided weight of 
solid stone, colossal scale, broad sunshine, and un- 
relieved gloom.' 

^ 103. and Stability. 

' The first and most obvious element of archi- 
tectural grandeur," writes James Fergusson. 'is 
size — a large edifice being always more imposing 
than a small one,' and he adds soon afterwards, 
' next to size the most important clement is sta- 
bility.' Magnitude and stability may be included 
together under the single term ' mass,' which we 
may accordingly take as the primary element of 
irtistic effect in architecture. ^ 
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Stability the writer last quoted explains as ' that 
Kcess of strength over mere mechanical require- 
lent which is necessary thoroughly to satisfy the 
lind, and to give to the building a monumental 
laracter, with an appearance that it could resist 

; shocks of time or the violence of man for ages 

t to come,' ^ and there is no doubt that the im- 
ression of immovable, rock-like strength mingles 
f readily with our apprehension of the greatness 
1 architectural monument, and combines with 
t to convey the Eesthetic idea of Sublimity— an 
iea, it will be observed, that certainly does not 

me under the head of mere ' pleasure of the eye.' 

104. ArcliitectuTal Sublimity inTolreB tha idea of Power, 
aod of the Supremacy of Intelligence over Matter, 
It must be noticed, moreover, that in the assthetic 
t of architecture the idea of power mingles in 
? many cases with that of mere magnitude and 
:s. A great building suggests in a moment 
were and long-continued human toil, and, what is 
tore, the supremacy of intelligence over matter. 
; Egyptian Pyramid is sublime, partly through 
s actual size and stability, but partly also through 
r consciousness of the prodigious labour without 
hich it could not have been reared, and of the 
Iwereign authority that could impose such toil 
nd be obeyed. There are many architectural and 
igineering structures that may be justly called 
Sublime,' in which it is not the mere mass and 
eight of material that is impressive, so much as 
le bold and skilful disposition of it. Such for 

"* JTistury pf An-hitecturs, zd ed. London, 1874, 1. pp. 16, 
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example are the Forth Bridge and the Eil 
Tower. There might be a far greater actual it 
of material in a structure, say, of the form of 
Tay Bridge, but no grandeur, no sublimity, because 
no boldness. Such a simple affair, one feels, 
might be prolonged to any length — there was talk 
of a bridge twenty miles long over the marshy 
approaches to the Danube — it is a mere matter of 
so many tons of steel and so many companies of 
workmen. The former on the other hand are only 
possible through the concerted action of different 
constructive members toward.5 a common end, 
reached only by a daring and sustained effort 
This is undoubtedly an aesthetic impression — an 
impression of the sublime of power — and somCi 
thing of the same discernment of a triumph 
skill over matter plays its part in our appreciatk 
of an architectural monument like the Gotb 
cathedral. The height and the slenderness of tj 
structure are not apprehended without a sense 
the power of the builder over mechanical dif 
culties, which mingles with the simpler, more dire 
impression of elevation and extent. It must 
course be understood that where boldness is carrii 
too far and destroys the impression of stability, the 
is a contradiction which mars the aesthetic effo 
This is perhaps the case in some Gothic stru 
tures, such as the marv'ellous choir of Beauvais, 

g 105. The Sifnificance of Architectural Styles. 
What has now been said applies to all arc! 
b tectural monuments without any distinction 
i-styles. The general attributes we have been coi 
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Isdering belong to architecture as architecture, and 
lot to special classes of buildings Greek or Gothic, 
icred or profane. It has been already hinted 
lat a ' natural symbolism ' attaches to the differ- 
nt forms predominant in successive architectural 
Fstyles — Egyptian, Greek, Roman, Romanesque, 
Gothic, Palladian and the rest, and also that the 
social and religious conditions under which these 
styles arose and were developed found expression 
, the general character of the buildings. This 
wbject has however been treated so fully and so 
doquently by Mr. Ruskin and many others, that it 
may be passed over here. Hegel in his ^stketic^ 
faas some interesting remarks on old oriental, 
especially Egyptian, monuments, as expressive of 
file grand but vague conceptions through which 
die human spirit was in those epochs beginning to 
lift itself from the earth into the life of reason and 
Brder. Edward Freeman in his History of Archi- 
\ttture has an excellent chapter on the difference 
[ general symbolic character between Greek and 
Dthic architecture,* Semper, in many passages 
\der Stii, shows a just appreciation— not always 
Korded by modem critics — of the princely dignity 
\ fine Renaissance buildings. On Roman work 
; writer may be permitted to quote a sentence 
im an essay of his own on early Christian archi- 
' Rome strove to make a unity of the 
lole world of her possessions. She not only 
mquered and incorporated in her own body- 
(Jitic the nations, but she united them by her 

On Ihe 'Symbolic form of Art,' and on 'Symbolic Architecture.' 
'London, 1849, bool< i. part ii. chap. iv. ■ 
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bridges and roads which abolished natural barriers, 
and brought distant provinces into connection. 
Her mighty aqueducts which traverse the plains in 
monotonous succession of arches towards the walls 
of her cities ; her amphitheatres, with their endless 
iteration of pillar and arch and their unbroken 
rings of seats— these are fit emblems of her irresis- 
tible course, her levelling, all -dominating policy, 
before which all limitations, all local varieties, were 
forced to disappear. . . , An interior like that of 
the Pantheon — with its simple divisions, its surfaces 
so sparingly broken, its immense dome brooding 
equally over all — conveys a sublime idea of unity, 
which is perfectly expressive of the character of 
the Romans.'' 

It is obvious that considerations such as these 
must play their part in forming our general 
aesthetic idea of architecture, and it would have 
been an omission to ignore them in this place. 
They have perhaps been rather overworked in the 
past by writers who approach art from the literarj' 
side, and by a natural reaction technical critics are 
now disposed unduly to ignore them. 

§ 106. The .SstheticH of Oonstniction in general not 
entered upon. 

It might be in place here to give some attei 

tion to the beauty, or at any rate interest, whid 

attaches to any piece of clear construction, indepi 

dent of all considerations of size or triumph ( 

k material difficulties. It is beyond question thattl 

Bright of an aptly designed piece of construction I 

' From Sckota to Calhelral, Edinburgh, l8S6, p. \. 
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building or in engineering, in which we discern the 
function of every part, and see that every part is 
performing its function, gives a certain kind of 
jesthetic pleasure. There is an analt^y between 
the mechanical and the Hving organism. Look at 
certain animals built for swiftness and activity, 
such as the race-horse and greyhound, the antelope 
and creatures of the feline tribe. What grace 
there is in the spare lithe limbs, what an impres- 
sion of power concentrated on direct single action 
in the bound or gallop or spring ! Something like 
this we recognize in the beauty of certain machines 
■bat have movement, and even in that of certain 
fcimobile structures — a beauty that is dependent 
partly on the clearness of construction just noticed ; 
krtly on simplicity, in that there is no cumbering 
pperfluity to obscure the working of the parts ; 
nrtly on slendemess, in that each part must seem 
mb be strenuously at work, screwed up always to 
Be stretch like the limbs of a racer in fine training. 
Btrictly speaking however, construction into which 
■lere enters no element of magnitude or power is 
fctcluded from consideration in this place, and 
Irould be more suitably treated in connection with 
fee decorative arts, in whose operations the 
kement of a due relation to structure is of the 
■ighest moment. 

■107. Other effects produced by the Work of Art as 

■ si^niflcant ; the Suggestion of Nature in Architec- 

■ tnral Forms. 

I From the instances already considered, in which 
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through its magnitude or the impression of pow 
conveyed by it, we pass to those in which I 
effect is still indeed produced by the thing as 
whole but with more conscious analysis of i 
special form and character. Under this headv 
fall all those considerations applicable to forms 
art as representations of nature. If to resernl 
nature be in itself a merit in a work of art, it v 
be a merit independent of composition, and i 
come rather under the head of ' significance ' 
of ' beauty.' It is only in the arts of painting a 
sculpture that the imitation of nature plays : 
very prominent part. In architecture we 
receive as it were a reminder of natural fort 
sufficient to touch chords of association in i 
minds but not to invite us to definite comparisc 
The appeal which architectural masses make : 
our sense of the sublime is rendered more forclti 
because in a far-off way they recall to us tho 
aspects of the material creation on which 
sense has been nurtured {% 102). The Roma 
thought that the Pantheon was so called becat 
the vast dome of it suggested the vault of heav) 
the abode of all the gods,^ and a similar 1 
parison was made in the case of the dome of St 
Sophia at Constantinople.^ The effect of a gre 
unbroken mass of masonry a hundred feet or r 
in height, like the wall of the Papal palace \ 
Avignon, reproduces in our mind the impressk 
of the mountain cliff, making up by its sheeme 
and isolation for its inferiority in measurable 3 

' Dion Cassius, Hia. Ram. , liiL 17. 
' Procopiua, Dt /Edifidis, i I . 
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I In such cases however there is only in the back- 
ground of our minds an obscure recognition of 
likeness to nature, whereas in painting and sculp- 
ture the imitation is direct and obvious and is of 
the very essence of the arts. 

1 108. The Relation to Nature of the Works of Sculpture 
and Painting. 

Speaking broadly there are three aspects of this 
relation. (1) The statue or the picture may be 
regarded merely as the presentation of nature, and 
in this case it may be really Nature, not Art, 
with which the spectator is concerned. (2) Each 
may be regarded merely as a beautiful thing in 
form or colour, with no reference at all to the 
subject of the representation. (3) Between these 
two opposing views there comes the third, which 
ignoring neither the subject of the work nor its 
outward appearance as form and colour, regards 
rather ihc artistic treatnunt of the subject which has 
won from nature the secret of beauty. That this 
latter view embodies the soundest appreciation of 
the arts will appear more clearly if we consider for 
a moment each of the two more narrow and 
limited theories above indicated. 

§109. Statues and Pictures have been generaUr regarded 
from the point of view of their Truth to Hatnre, 

From the very beginning of art history, so soon 
at least as the carver or painter had attained some 
success in the imitation of nature, the popular eye 
has looked at his work almost entirely as repre- 
senting nature — that is, from the point of view 
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the subject. The people of our own count 
though less instructed in artistic matters than 
publics of Athens, Florence or modem Pi 
resemble in the main every other public, and look 
chiefly in art for something of immediate interest. 
That the public finds this to be the subject, the 
thing represented, is undoubtedly now the case, 
but it has also been the case all through art 
history. Both the plastic and the graphic arU 
have indeed generally been judged of almost 
exclusively from this point of view, and Pliny in 
the ancient, Vasari in the modern world, write 
about sculptors and painters as if their sole 
function had been the more or less lively imitadon 
of natural scenes and personages. The poets ha* 
all along echoed the same notion, and the 
' Better than I saw not who saw the truth ' ' 

of Dante, Shakespeare's 

' the cutter 
Was as another nature, dumb,'' 
and Tennyson's 

' Not less than truth designed,' ^ 
are examples of the way in which every ; 
unless, like Robert Browning, he has a special 
insight into artistic theory, will deal with the 
imitative arts. 

g 110. or of the Etbical Character of their Snbjei 

If the ordinary outside observer find pictui 

interesting in proportion as they truthfully port 

' Purgatorio, xii. 6S. ' Cymieliiie, Act ii. sc. 4. 

' Thf Palace of Art. 
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iture, others have gone farther and judged them 
»rding to the ethical character of the scenes 
objects represented. As might have been 
:pected, the Greek philosophers and moralists 
g^ard the arts almost entirely from this ethical 
iindpoint Aristotle remarks in the Poetics that 
certain painter, Polygnotus, depicted men as 
itter than they are, another, Pauson, as worse 
an they are, while a third, Dionysius, made them 
iither worse nor better than nature,^ while in 
[Other work, following out the same line of 
ought, he says that young men should not be 
lowed to look at the pictures of Pauson, but only 
those of Polygnotus or of any other painter 
: works are morally elevated.' This view is 
trried to an extreme by the Socrates of Xenophon 
) in a conversation with the painter Parrhasius, 
iported in the Memorabilia'^ demonstrates that 
: best painting Is. that which depicts the noblest 
cenes and personages. The use of painting for 
urposes of edification was not lost sight of by 
medieval Churchmen who ordered didactic 
ictures for the walls of the sanctuary, and the 
i aspect of the art has been so often paraded 
\ modern times that no further iUustration of it 
I needed. 

§ IIL Criticism of these Views. 

It may be taken as needing no demonstration 

it every one now who has worked in art or 

:eived from artists some instruction as to the 

and conditions of their craft, will agree that 

'ii. I. '/'o/iAW, V. 5, 31. "Chap, x. 
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beauty in works of art is of at least as much 
importance as truth. All such understand that a 
process of selection, omission, combination, must 
go on before the statue or picture is evolved. 
They know that nature is not always or alto- 
gether beautiful, and that an artist is not worthy 
of the name who in his choice is too easily 
satisfied. They know that what is selected as 
beautiful in nature must be made still more lovely 
by harmonious surroundings, that what is char- 
acteristic must be accentuated more clearly, wh&t 
is not pleasing modified or left out. A beauttftll 
result is indeed the paramount aim of the artist 
Truth in itself may be a moral, but is not neces- 
sarily an artistic virtue. Unless nature be made 
obedient to the jesthetic purpose, unless beauty 
result from the imitation of nature, such imitation 
is vain. Skill in plastic or graphic delineation 
may of course be usefully employed in the repre- 
sentation of nature for other than artistic ends, and 
may, besides being useful, excite well-deserved ad- 
miration for its achievement; the resulting product 
need not however be a work of art. We have seen 
this to be the casein the very earliest times, when the 
life-like sketch of the mammoth, though the histori- 
cal starting-point of the graphic art, is not to be 
reckoned in itself artistic {§ 13), and shall come 
upon the point again in the chapter on Sculpture, 
where the purely realistic statues of the deceased 
found in the oldest Egyptian tombs are in the 
way excluded from the strictly artistic category. 
^The mere imitation of nature, it is repeated, is not 
itself artistic, and this will be accepted as true 
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wy all who have some practical acquaintance with 
[fae arts of painting and sculpture, though to the 
butsider there will still remain something fasci- 
lating about the former easy and logical theory. 

With regard to the ethical criterion, it need 
lardly be pointed out that this mode of regarding 
pjhe subject is open to the criticism that it takes 
' account rather of intellectual and moral qualities 
in the designer than of those more purely artistic. 
Such a one may indeed have selected a subject of 
the moat elevated and edifying kind, and may 
have rendered it with much intelligence and force, 
while yet the result, as a work of art, is too exe- 
crable for words. Noble ideas tell immensely in 
art when expressed in artistic language, but they 
will not by themselves make a work of art. No 
artist can claim to be judged by his intellectual 
insight or his moral fervour, except in so far as he 
has the gift to make these effective in and through 
the artistic qualities of his work. 

S 11.2. The opposite theory of a. Picture as ' Decora- 
tive' stated and discussed. 
If therefore it be a mistake to regard works of 
sctilpture and painting merely as representations 
of nature, it is equally out of the question to treat 
them merely as compositions of form, tone and 
colour. In the case of sculpture, the relation of 
which to nature differs, as will be seen (g 153) 
from that of painting, such treatment would be 
palpably absurd, and sculpture may for the moment 
be put aside. In the case of painting the reduc- 
tion of the work to a mere effect of tone and 
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colour is more conceivable, and the question that 
is involved may have here a word. 

It is the fashion in some quarters to use the 
word ' decorative ' in a somewhat unreal sense in 
connection with the cabinet picture of modern 
times. A Corot landscape, we are toid, is to be 
regarded as ' decorative,' and not as a representa- 
tion of nature. If the word means simply 'pleasing 
to the eye,' then, of course, a Corot, like every 
' other good picture, is 'decorative.' It is a thing 
', of beauty, and to the imagination of its possessor 
■it may seem to make all about it beautiful. As a 

Lfact however, the work is not meant to adorn its 
surroundings as a piece of decoration adorns them. 
It is an entirely independent work of art that may 
be moved from place to place, and for which 
proper surroundings have to be sought or devised. 
It is prior to its surroundings, not conditioned by 
them. For ' decorative ' in this forced sense, the 
word ' beautiful ' should be substituted. 
In contemplating a picture, we may if we choose 
affect only to consider its beauties of tone and 
colour, and may even find pictures — by Monticetli 
perhaps, though certainly not by Corot — that do 
seem to fulfil these conditions of formal beauty 
and no others ; it does not therefore follow that 
the.se are the only conditions of effect in the 
painter's art. This can never really be consistently 
maintained, as the following will show. The best 
statement of the pictorial program of the day. from 
the pen of a practical worker in art, is to be found 
in the little book by the famous Belgian painter 
Alfred Stevens, entitled Impressions sur la Pein- 
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ture, in which we find the creed of what he himself 
calls ' modernity ' expressed in a series of terse and 
elegant aphorisms. Here are one or two char- 
acteristic utterances. ' In painting one can do 
without subject. A picture ought not to need an 
explanatory paragraph.' ' A painter ought before 
everything to be a painter, and the grandest and 
■finest " subjects " in the world are not worth a 
good piece of painting.' ' At the Salon, the public 
"1 almost exclusively taken up with the " subject " ; 
lije true art of the painter becomes an accessory 
matter.'^ 

In somewhat similar terms, Mr. Whistler com- 
plains that ' the vast majority of English folk 
cannot and will not consider a picture as a picture, 
apart from any story which it may be supposed to 
lell." Mr. Hole of the Royal Scottish Academy 
HI a paper read some time ago at an Art Congress 
lays it down that ' the function of art is — to be 
beautiful. Not necessarily to picture things of 
beauty ; not assuredly to set before us beautiful 
literary ideas. It seeks not to stimulate to lofty 
lleeds, to teach or to preach anything. Its mission 
b to be in itself, and for itself alone, beautiful.' ^ 

If these and similar statements are meant as 
directives of the silly popular insistence on intere.st 
flf subject as the only thing worth attending to in 
t, picture, then they are both true and well-timed, 
Kit if they cover the belief that the be-all and encl- 

Nos. Kv, ijivn, CLXV. 
The GtHtle Art. p. 126, 

Tnouaitims of the Naltiinal Associoiioii for Ike Advancement of 
Art, Edinburgh, 18S9, p. 72. 
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all of a picture is to be materially pleasing to tl 
eye, they can be met by counter statements froi 
their own authors. For example, in the sai 
series of aphorisms from which quotations hai 
already been given, Alfred Stevens remarks of 
French painter of the Napoleonic era, G^ricault, 
whom he greatly admires, that with a single figure 
he tells the tale of all the army of the First 
Empire.' Here is a painter praised for bis 
intellectual grasp of a theme of historical moment, 
for his power of creating a type and of delineating 
the general in the individual, for all in short that 
the old masters of design strove to accomplish and 
that moderns affect to contemn ! Mr. Whistler, 
who explains lucidly how good pictures can be 
made up of pictorial elements without any insist- 
ence on subject or story, yet affirms that it is 
for the artist ' in portrait painting to put on canvas 
something more than the face the model wears for 
that one day ; to paint the man, in short, as well 
as his features,'^ while Mr. Hole in the paper 
above quoted speaks of Art as the interpretation 
ff Nature. Now to interpret nature, and to discern 
(the man beneath the mask of the features, imply 
Ikeen intellectual insight and sympathy. You 
.cannot interpret nature till you can conceive 
nature, and this is just the work that man has 
been busy with from the beginning of rational 
civilization until now. He only can interpret 
nature whose intuition is quick to discern all that 
nature means for the men of his own time or for 
I at large. He must enter deeply into the 

No. LXVHL. ' The Guttle Art, p. i 
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spirit of his theme, and thereby in rendering it 
give it value and importance, Just as the true 
.portraitist enters into the character of his model 

Uid makes his work a reading of that character, 

tsd not mere outward delineation. 

f US. Thfl Artistic Treatment of Nature in the Art 
of Fainting. 
We may conclude, therefore, that it is not 
abject' merely that we look for in painting, nor 
it merely ' artistic effect,' in the sense of pure 
auty of form and colour, but, rather, a combina- 
bn of these two, or to borrow a phrase already 
tiployed, ' the artistic ircaimeni of the subject.' 
Ibrecht Diirer has an expression which is thus 
sjdered in Sir Martin Conway's collection of his 
iterary Remains, — ' Art standeth firmly fixed in 
fsture, and whoso can rend her forth thence, he 
nly possesseth her.' ' It would be impossible to 
Xpress more tersely and with more truth the 
itial principle of the imitative arts. The 
brose is a text upon which the whole history of 
ese arts is a commentary. Ever since painting 
id sculpture became arts of expression dealing in 
Bdependence with their themes, their exponents 
been, consciously or unconsciously, struggling 
accomplish what Diirer call.s the 'rending forth' 
Art from Nature. Nature to so many has 
nained closed and silent, and to so few has 
iKclded up her intimate secret of beauty ! Yet 
artist does well to be unwearied in his impor- 
ity, for to win even a little is a priceless gain, 
'Cambridge Univeisilj Hrtss, 1889, p. \%1. 
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and a piece of art that in any way reveals t 
hidden significance of nature's loveliness has gifta 
the world with a new and lasting deUght 

§ 114. The Laitgnage of Art. 

The painter who can accomplish this has leartiei 
to use the ' language of Art.' ' Art is a languc^ 
exclaimed Jean Francois Millet, ' and language 
made to express thought' Now the artist C! 
'think' without a process of reasoning, and becon 
eloquent without using any form of words. Th 
is true of painting as of the other arts, Alfn 
Stevens says in one place : ' In the art of paintii 
one must before everything be a painter : tl 
thinker only comes in afterwards,' but in anothe 
' A true painter is a thinker all the time.' I 
protests that ' A sparkle of light thrown on i 
accessory by a Dutch or Flemish painter, is mo 
than a skilful stroke of the brush, it is a touch, 
mind.'' Again, Eugene Fromentin — whose boi 
upon the painting of the Low Countries is 
classic expression of the best modern conclusia 
about the Art — while of course totally opposed 
the popular heresy of looking at pictures for t 
literary interest of their subjects, yet insists ■ 
painting as a language for the expression of arfii 
thought In a certain class of productions, 
says, 'every work in which the hand reveals its 
with joyousness and brilliancy is by that very fi 
a work that belongs to the brain and is drai 
from it.' * Again he speaks of ' the dramatic vi 

' Trnprcssions, tits. LXIII, CCV, CXXIX. 

^Les Mattrts d' Aulrefuh. 6th ed. Paris, 1890, p. 72. 
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a flourish and an effect,' and ' the moral beauty 
. picturesque composition.'^ In all such cases 
' thought ' of the work is not merely a literary 

:a taking for the moment an artistic shape, but 

on the other hand an idea formed and expressed 
1 first to last in an artistic medium. It is 
ething so intimately bound up with the ex- 
ision that the two are really one, so that the 

istic language may not only expres.s thought, 
actually be that thought. We should be able 

say of it. Such thought could never be expressed 

other than an artistic form. Though possessing 
intellectual and a moral element, as created in 
imagination of a thinking and feeling being, it 
s not appeal to the reflective reason nor does 

attempt to edify. It is only in and through art 
t we can meet and apprehend it ; if, or in so 
as, we may be able to disengage the thought 
n the expression, it is not artistic thought 
1 is not the proper content for the language 

art. 

The ' language of Art ' has many utterances. 
will speak to us — 

' In solemn tenour and deep organ tone ' 

I the Sublime of architecture ; with the note 
\ law and reason out of the well-knit ordered 
ructure ; in accents pregnant with associations 
lat gather round country and shrine and tomb 

" with all the interest of history, from the 

Itlonal and religious monument Through the 

' Ibid. p. 92. 
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significant types of sculpture and of ideal painting, 
it will bring before us the thoughts and aspirations 
about the Human and the Divine of some of the 
Master-minds of the ages. In portraiture, the 
language of Art will confide to us the secret of 
the hidden springs of character, and point out the 
marks which the soul has written on the face for 
only the discerning eye to read. In the humafi 
creature, and in all the organized beings and 
objects of nature, it will make clear to us — not the 
outward working only— but the heart from which 
all work proceeds, displaying structure and function 
and habit, till it becomes at once a record of what 
has been and a prophecy of the future. And 
finally from inanimate nature Art will learn the 
spell of her sympathetic power over the human 
spirit, and through the poetry of infinite spaces in 
Claude, through the mystery of light of Turner, 
and Rembrandt's mystery of darkness, through 
the solemnity of Ruysdael and the tranquil pen- 
siveness of Corot, her language will come home to 
our hearts with an undertone of 

'TTie stiil, sad music of humanity' 
heard through the larger harmony of the voices of 
the sky and field and mountain. 
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'1 115. Tbe Elements of Beauty ; the Whole aud the 
FartB 

the present chapter, the more purely formal 

ide of the esthetic effect of works of art will 

jirm the subject for consideration, but it must all 

long be remembered that the distinction between 

e significant quality and the more purely beautiful 

piality, is not an absolute one. Forms, colours, 

Wes, though composed for an effect directly 

f pleasing to the eye, carry with them as we have 

Lseen sundry associations, sundry hints of natural 

mbolism, which necessarily mir^le with, and 

1 part of, the total impression. It is possible, 

fcjwever, to discuss Composition without much 

rfeference to these ulterior considerations, and these 

r last will accordingly in this chapter be kept in the 

V background. 

Composition involves the relation of the parts 
B an artistic unity to each other, and to the whole. 
H this relation be pleasing then the artistic unity J 
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is beautiful. As has been already explained, the 
formal discussion of the Beautiful from the point 
of view of esthetic science forms no part of our 
theme. It may be noticed however here, that 
according to a common account of beauty the 
effect of it resides in the perception of diversity in 
unity and unity in diversity. This means that 
the beautiful object must present itself in such a 
form that we apprehend it as a single thing, 
embrace it as such in consciousness and find rest 
and satisfaction in its contemplation ; while at the 
same time there is variety in its constitution, and 
the interest of subtly related elements. Our per- 
ception of the object as beautiful depends, therefore, 
partly on our apprehension of the unity of the 
whole, and partly on our attention to the arrange- 
ment of the parts. The variety of the parts would 
not satisfy us, unless they are held together in 
proper artistic relation, nor would the impression 
of singleness satisfy, if it were gained by mere 
emptiness and absence of marked internal features. 
We only find our full pleasure in the contempla- 
tion of the whole, when we apprehend some con- 
siderable complexity in the parts ; only care to 
follow out the relations of the parts, when we fed 
that they are fused into a single grand impression, 

g 116. Importance of a-ttending fiiBt to the Wliole ; 
It must be carefully noted here that the appre- 
hension of these two elements in the effect of 
beautiful object, should be a single act. 
should feel so to say, the parts in the whole, 
whole in the parts. To consider the part; 
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larate things is to lose the artistic value of the 

irk. Further, the greater the delight in the 

ipression of the whole, the less will be the 

Iterest in the elements as separate things. The 

igment of the artistically uneducated attaches 

:]f to the parts, which they will investigate and 

ilyse with tedious ingenuity. More advanced 

aticism will be satisfied with a general look of 

iplexity and detail in the parts, but will 

mate with curious fastidiousness the effect of 

whole, demanding from it a nicely balanced 

mony very rare of attainment. A little con- 

' sideration will show that the appreciation of the 

general effect is an act of the more purely artistic 

judgment, while the analysis of the parts belongs 

rather to the reflective powers, which may be so 

actively employed that the artistic judgment is 

kept in abeyance and the effect of the work as a 

^nity entirely lost. So, for example, the rendering 

of certain natural objects in a Turner drawing 

may be dwelt upon to the exclusion of any just 

appreciation of the whole work for its composition 

Bi line or light- and -shade, or its sympathetic 

BEndering of nature in her larger aspects of infinity 

ar repose. No better advice can be given to those 

Icho wish to become educated in art, than that 

llhey should begin by mistrusting all their own 

judgments when directed towards the parts of an 

artistic unity, and attempt for a while merely to 

get the utmost satisfaction attainable from the 

general effect of the whole. When this is properly 

judged, it will be time to go on with the analysis 

the parts. 
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g 117. in criticizing Ajchitectnre, 
In the case for example of architecture, 
should study a monument as a whole, first valuing 
aright the general impression of its mass, and then 
estimating the effect of composition, gained by the 
breaking up of the mass into parts related accord- 
ing to a just sense of proportion. They should 
not trouble themselves about the details of the 
figure-sculpture, or such other unessential portions, 
but look on these merely as elements in the 
general effect and judge them solely in this relation. 
By so doing it is possible to become a critic of 
architecture. The opposite process would be to 
consider first the details, say, the figure- sculpture, 
asking what the various statues and reliefs repre- 
sent, and admiring the naturalistic treatment of 
action and drapery, while the building itself is 
looked upon as in the main a framework or a 
show-box to set off these interesting items, If 
the study of architecture be commenced and carried 
on in this trivial fashion, which is much loo 
common among travellers, it will be impossible to 
arrive at any true comprehension of the art. 

§ 118. Bcnlpture, 

What is true of architecture is also true of 

sculpture, and here it is perhaps more easily 

recognized. A Greek statue at any rate — the 

typical achievement of the plastic art — repels the 

. familiar approach of the sentimental inquirer into 

Ismail details, and demands to be taken as a whole 

lor not at all. The forms of limb and drapery are 
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moulded into such a perfect unity that we can 

hardly conceive of tbera as separate parts, which 

x}uld have had a different relative position. The 

larmony is so absolute, we cannot dream of dis- 

»rd. Such pieces challenge the artistic judgment, 

ind make but little appeal to that form of criticism 

hich treats works of art in the main as story- 

>oks. Hence Greek statues are sometimes 

ieproved for want of interest and expression, when 

fce fault really lies in the objector'a choice of his 

oint of view. Whatever a Greek plastic work 

5 to say will be read best in its general aspect, 

Old this viewed not once only, but often, and from 

[very side, will reveal a depth of artistic meaning 

ispected by the ordinary observer. 

g 119. luid Pa.i&tiiig. 
In the case of the picture, the temptation to 
consider the parts in themselves, rather than the 
effect of the parts in their relation to the whole, is 
to most people irresistible, and upon this popular 
weakness subsist the promoters of exhibitions of 
painting. It cannot be too strongly impressed on 
the student of art that a picture is good or bad 
in itself as a whole, irrespective of the special 
elements which make it up. There may be many 
classes or degrees of value among good pictures, 
and in fixing these there are various considerations 
to be taken into account, but ' good ' and ' bad ' 
are pretty absolute categories, and pictures are 
classed thereunder mainly in virtue of two qualities 
n4uch belong to works of art in general but are 
specially marked in painting. These (\\ia.\\l\c& 
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and stnmgtk of tffKt. 
til onity, *strcflg&' 
fadoaes nAcr to Ac [Wts. VfbtB these qiuUties 
cant t ue et h ei in fine *-*^*~" Aen tbe picture is 
good one, bnt n eitfa er the one nor the odwr will 
^onc: Harmooy is an excdencc che^y 
when the ■*Tin"'1'' to be azrai^ed in accord hare^' 
BO d e ri ded dkancter ; it has then hardly more 
than s n ^alir e -nhac Strength oo the other 
hand (vfaetfaer ic sidi ng ki deci^an of drawing, in 
Sl^lit jimI iJia<ii . or in oolonr), if it be allowed to 
esc^K ttkc oontroi of bannoay may be obtrusively 
displeasii^, as in tbe nonnal * Salon ' picture, and 
is by itsdf not even a negative excellence. Har- 
^ moay is less easy to jnt^ than strength, and tbe 

K e>'e needs before all thii^ to be trained to 

H nice discrimination of this all-important pit 

H quality. Only the habit of looking 6rst at 

I picture as a whole, without troubling to inqi 

B into its elements, will supply the needful educatii 

H and turn tbe ordinar>' Royal Academy visitor 

H an appreciati\'e critic of this most versatile and 

H difficult of the arts. 

b 



.^ 120: ' Breadth ' and its artistic siguifieaace. 

The artistic term ' breadth,' so commonly used 

the criticism of the arts of form, may claim a 

word of comment here. It is said of a facade, a 

sculptured frieze, a picture, that it is ' broadly 

treated ' or has ' breadth ' when the parts are in 

uch due subordination that the single harmonious 

flfect is predominant Thus the interior of Mr. 

Jentley's new Roman Catholic Cathedral at West- 
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Snster, and the Eastern or entrance facade of 
University at Edinburgh, a masterpiece by 
Dbert Adam, have breadth in virtue of their 
issive simplicity, the largeness of the parts which 
ike them up, and the severe restraint of the 
lamentation. The same quality tjelongs to the 
Frieze because the constituent elements in 
; procession are few and simple, the lines of the 
ids of the riders and of the figures on foot are 
pt on much the same level, the dress and 
coutrements of the figures admit of only enough 
riety to avoid monotony or emptiness, the relief 
low and the surface oiifers but sh'ght contrasts 
light-and-shade. Claude of Lorraine's land- 
Rpes are pre-eminently broad, for the objects 
. depicts are in themselves uninteresting and 
lear time after time on his canvases without 
lich variation, while on the other hand his 
prehension of the charm of vast open spaces 
earth and sky, bathed in atmosphere, is singu- 
iy intense and poetical. 

It is a tribute to the value of this quality of 
»dth in painting, to find the modem school of 
ndscapists working as a rule in a low kej' both 
tone and colour. The fashionable ' greys ' in 
adscape and the low tone to which everything 
' kept down ' are really devices to secure breadth 
effect. Decided contrasts of colour and brilliant 
^ts are avoided, because they disturb the bar- 
my of the whole scheme, and destroy the rest- 
bess of a composition of which all the parts are 
on the same level. The modem artist's, 
Bpreciation of this quality has been well expresse 
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by a representative of a prominent school of young 
British painters.' "We know how,' remarks this 
artist, ' as we ramble througli a wood and come out 
on some still pool, the trees and grasses reflected in 
it seem to us to have a new and added loveliness 
as seen therein,' and he quotes Shelley's lines in 
' The Recollection ' about the pools 

' In which the lovely forests grew, 

As in the upper air, 
More perfect both in shape and hue 

Than any spreading there.' 

' Fancy,' he continues, ' how lifeless and how 
painfully hard would be the presentment could 
we conceive a huge plate-glass mirror lying there 
instead, and we can realise how much more beauti- 
ful is the tremulous pool of water' The observa- 
tion is a Just one, but the artistic charm of the 
reflection does not depend on the surface beingj 
tremulous, but rather on the fact that, besid< 
framing the objects, the pool reflects them with 
slightly diminished brilliancy of light and a con- 
sequent lowering of tone as compared with nature. 
The result is increased breadth of effect, and 
harmony of light- and -shade that is eminent 
pictorial. 

A conspicuous illustration of what is meant 
breadth in painting, is furnished by a comparison 
of the portraits by Reynolds, Gainsborough and 
their school with those by representative living 
British portraitists, The Reynolds -Gainsborough 
style was based essentially on a tradition drawn 
' A. Roche in Ti-aniaelwHS, etc., Edinburgh Congress, iSSq, 
p. 336 f- 
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■<from Vandyke, and was pictorial first, and realistic 
l.onty in a very secondary sense. Every portrait, 
1 that is to say, was studied as a picture in a rich 
l-but quiet harmony of colour, and was before 
I everything beautiful as a work of art. Detail, 
leither of features or dress, was not insisted on ; 
I the features were shown under an even light with- 
I out strong shadows, and the effort was rather to 
L generalize than to accentuate characteristic points ; 
\ in the dress, the matter-of-fact forms of the modiste 

■ were often transformed into draperies as ideal as 
r those of the Greek sculptor. In a word, while the 
^artist recognized the claims of the facts before 
■turn to adequate portrayal, he endeavoured to fuse 
mII the elements of the piece into one lovely artistic 
Bunity, and in so doing secured in his work the pre- 

■ dominant quality of breadth. This broad style, 
■maintained also by Raeburn and Romney, was 
tihanded on to painters of less power, and died out 
I'in the first half of last century in attenuated pro- 
Lductions in which harmony became emptiness. To 
I this has succeeded the modem style of portraiture, 
vthe dominant notes of which are truth and force. 
I While the older school was seen at its best when 
I dealing with the softer forms of the female sex and 

f youth, the moderns excel in the delineation of 
haracter in strongly- marked male heads, and some 
r them can hardly succeed with a woman's por- 
They individualize and accent, as much as 
e older men broadened and made beautiful. The 
i appreciation of character in portraiture shown 
/ Sir John Watson Gordon about the middle of 
t century marks the beginning of the forcible 
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style now so favoured — a style suited to an age 
of keen intellectual activity, of science and of 
matter-of-fact. There is more of nature, and 
hence to the uninitiated more of interest, in the 
portraits of this school, but less breadth, less 
harmony, less pictorial charm, than in those on 
the older tradition. The former may be biest for 
the biographical ends of a national or family 
portrait-gallery, but the latter are best to live 
with — and after all is not this the soundest 
criterion of artistic excellence ? 



S 121. The Talus of 'Play of Surface' as agunst 
Decision of Form in the Arts. 

There is one other consideration of a general 
kind which may be fittingly introduced in 1 
connection. When dealing with the artistic i 
pression of a work of architecture, sculpture 
painting, or of a piece of ornamentation, 
modern connoisseur takes as a rule especial deligh^ 
in any irregularity and 'play' of effect, produced 
partly by surface texture, and partly by 
absence of definite circamscribing lines, and i 
consequent melting of one part of a compositioi 
into another, the demarcation being felt rathej 
than seen. Regular and decided forms, as Im 
carved ornament, are now voted ' hard ' ; clearnes 
and finish in marble- cutting are not admire 
beside a sensitively varied surface, where deticata 
lights and shades flicker across the form. 'Brusl^ 
-or the actual texture of paint applied 1 
■okes in this or that direction, or with this ' 

t amount of pigment, — is greatly in demand t 
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1 element in pictorial effect. The ' mark of the 

exacted on all objects of industrial art. 

Even the stone-mason is to be pressed into the 

■vice of the new connoisseurship, and an authority 

1 art matters has even maintained that architec- 

1 mouldings should not run on a level line but 

i somewhat ' wavy ' and free! What is the value 

e are obliged to ask, of this surface-play, 

i irregularity and suggestiveness ? Is it really 

potent a factor in our artistic enjoyment as 

: modern critics appear to believe? 

It is doubtless a just artistic instinct that revolts 

mm over-rigid formality, and that craves in art 

r some element of suggestion, some stimulus to 

i imagination. It is easy however to suffer this 

cling to run too far, and such extreme state- 

IDents as the one just quoted inevitablj' provoke 

■ mticism. We may for example appeal at once to 

the practice of the Greeks. In Greek pla.stic work 

there is very little dependence on these accidental 

qualities of texture. The form is perfectly clear 

and distinct, the surface brought up to a verj' high 

degree of smoothness, though not polished. Thus, 

^on the Parthenon fr^ments — as, for example, the 

iier side of the head ofthehor.se of Selene, or the 

; about the navel of the Ilyssus — wherever 

: marble is not corroded by time, we see that it 

!Was finished with the chisel in detailed portions, 

fnch as the left eyeball of the horse's head, while 

I broader surfaces it may have been smoothed 

liVith sand or pumice. There is no sign of any 

esire to leave ' texture ' on the stone, and the 

irface though exquisitely sensitive is firm 
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clearly defined. The habit of actually polishii^ 
the surface of marble was introduced in the lates 
age of classical art, and may be ilhistrated from 
many Roman Imperial portraits. The well-known 
figure of the Dying Gladiator in the Capiloline 
Museum at Rome is polished, but this may be due 
to an endeavour to imitate the surface of a bronze 
original. In bronze, where effect is bold and 
strong, the glitter is not prejudicial, but in marUs 
it is objectionable because of the reflections whidl 
destroy all breadth as well as all delicacy of tone-. 
effect on which a good deal of the beauty of the 
white softly -modelled figure depends. Hence the: 
fine finish of the best Greek statues stopped short 
of any polishing process. 

Again, the masonry of the great temples was l 
exquisite in its precision that a cella-wall, i 
squared and carefully fitted blocks, would hai 
appeared like a single slab of marble. To secui 
evenness in the lines of the flutings of the coh 
these were not cut till the successive drums we 
fixed in their places and the shaft complete. 
Greek stone-cutter would have been scandalized 
the idea of running his mouldings in ' wavy lines' 
or varying by a hair's breadth for artistic reasons 
the given profile. It is true that the masonry of 
the Parthenon is not mathematically correct in the 
matter of the dimensions of the parts. Sizes of 
similar details differ a little throughout the edifice, 
but these variations (when they are not conditioned 
by optical reasons) are due, as Professor Durm has 
shown, rather to the inevitable imperfection of all 
human work, than to any predisposition gainst 
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rigid accuracy.^ The aim of the Greek craftsman 
was always definite perfection of form, and when 
this was obtained there was no care to conceal it 
beneath a mantle of surface-effect or to cast over 
it the glamour of texture. No one however on 
these grounds accuses Greek work of rigidity and 
hardness, and denies it the true artistic charm. 

But, it may be asked, how far do these canons 
of Hellenic work apply, [et us say, to the French 
decoration of the Louis Quatorze or Louis Seize 
periods, or to the products of modern industrial art 
now condemned for their artistic sterility ? The 
answer is not difficult. The Greeks could afford 
to aim at distinctness and decision when their 
forms were thoroughly well thought out and 
elaborated under the guidance of the finest artistic 
tact, while on the other hand the debased forms of 
modem industrial art products (and to a less 
d^ree the soulless though accomplished carved 
and moulded work of the French decorators of 
Versailles and Fontainebleau) can make no claim 
to stand out in this independent fashion. The 
lifeless accuracy of machine-made or finished 
'goods,' and even the nettetd of French work 
(unless when we have it at its very best) is quite a 
different thing from the living accuracy of the 
Greek, where everything is what it is down to the 
minutest detail for good and sufficient artistic 
reasons. 

is that there are two kinds or types of 
k each excellent in its way, the differir^ 
ics of which should be kept apart in 
kuHit der Criuhen, Darmstadt, 1881, n, tc& K. 
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the mind, (i) There is the clear-cut art of the 
Greeks, perfect in form, where we obtain decision 
without hardness, and can indulge in the most 
narrow inspection of details without finding any 
want of sensitiveness in the surface-treatment ; 
but (2) there is another sort of work altogether, 
best represented in medieval artistic products, in 
which there is no great elaboration or refinement 
of form, but at the same time a general artistic 
charm of the most delightful and sympathetic 
kind. When Mr. Prior, who has written so wei! 
about our English Gothic art,' spoke once of 
the ' beautiful harmonies of Texture, which the 
architects of old had composed with the common 
materials of their buildings, the rough burnt brick, 
the rough burnt tile, the hand-shaped timber, and 
the hand-cast plaster, thatch and tarred boarding, 
lead lattice, and bubbled glass, traceries of wrought 
iron, incrustations of moulded lead,' he was refer- 
ring to the work of the Romanesque and Gothic 
periods, and to what may be called domestic, as 
opposed to monumental, building and decoration 
from the middle ages to nearly our own time. It 
is this style of work that the modern connoisseur 
has in view when he praises irregularity and play. 
It is here that we find the magic of suggestion, 
the variety, the light-and-shade, that build up for 
us a vague but pleasing artistic impression, and we 
may gain the full value from this class of effects, 
without depreciating work which has other and 
perhaps far higher claims. 

We may now sum up the foregoing. 

' Gothic Art m England, London, 1899. 
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(l) In order to receive the impression of formal 
iauty in a work of art we must take in at once 

. whole and the parts, attending primarily to the 
meral effect, and realizing the parts in and 
irough their relation to that effect. 
■ (2) This formal beauty may reside in the 
Nation of definite clear-cut forms, or it may de- 
fend rather upon the play of a varied surface, and 
I the melting of one form into another when 
icision gives place to suggest! veness. 

128. The ConditioiiB of Fonnal Beauty in the Arts. 
The conditions of formal beauty in Composition 
ay be reduced to three — -Clearness of arrange- 
ent. Repetition or Regularity, and Contrast or 
^ety. There must be clearness of arrangement 
at the eye may be able to find its way among 
s elements of the composition ; enough similarity 
long these for the eye to be able to rest and feel 
home, enough variety to prevent its becoming 
and indifferent. The physiology of the 
alter is evident. In a composition, say, of a 
dure, or of the facade of a building, if there is a 
ediey of lines all running in different directions, 
e eye in following them is distracted and worried; 
seeks to find a way through the maze, but is 
Dtinually balked and turned aside. The same 
the case if the lines all seem to lead away out 
'the composition in different directions ; the eye 
len parts from the work and has each time to be 
Sjught back to it from the outside. Dissatisfac- 
bn results naturally from the jarring and irregular 
luscular movements thus caused, whereas if the. 
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lines are arranged in ordered groups, with a way 
through thtm, and with a certain repetition of 
forms, the eye feels at ease, and takes pleasure in 
following the well-marked or remembered tracks. 
This is just the physiological side of the artistic 
principles we have already dealt with in other 
connections. That a work of art should be a 
tmity, that harmony should be studied in the 
relations of the parts, are principles which have a 
physiological as well as a rational basis. 

On the other hand, if the eye be asked to do the 
same thing too often — to follow the same track 
over and over again — the result is boredom, and 
dissatisfaction of another kind. Unless there be 
sufficient change of direction in the lines con- 
cerned, or sufficient Contrast, the same result 
follows as in the case of the prolonged exercise of 
any single power. The organs of vision demand 
the relief of change, though they fret at mere aim- 
less zigzagging. The matter will be simplified if 
we note the differing characteristics of a few 
familiar figures of a simple kind, in relation to the 
above three conditions of formal beauty. 

§ 123. Beauty ia Himple Figures. 

(i) Generally speaking, figures bounded by 
curves are more pleasing than those made up of 
straight lines. The eye is more disposed to follow 
a curve and the latter has also the element of 
Variety, while on the other hand the recdlinea 
form has the advantage in Clearness and 
Regularity. 

(2) The square and the circle are the slmplQ 
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ures of the two kinds. They possess Clearness 
I Regularity but the element of Contrast is but 
ght. 

(3) Figures that are nearly but not quite square 
i circular offend because they are not Clear. The 

; does not know how to take them, Regularity 
1 Contrast are at odds in them. 

(4) The most pleasing figures of both kinds are 
s which have a pronounced element of Contrast 

die the unity of effect is still preserved. 
in the case of curved figures, if the circle is too 
jular, the oval with circular ends offends through 
want of clearness — it is a circle yet at the same 

: not a circle. On the other hand the ellipse 
ites some of the most important esthetic quali- 
I of form. It is Clear, because its bounding 
s changes its direction according to a law of its 
quite distinct from the law governing the 

sp of the circle ; it has Variety, and at the 

e time the symmetry of the design keeps it 

idiously uniform. One further step in the direc- 

D of emphasising the element of Variety is taken 

1 the elliptical figure is turned to that of an 

;, another when it becomes pear-shaped. These 
ins differ in that the ellipse is so far symmetrical 

: it can be cut by the two diameters into four 
lal sections, the egg falls into two equal sections 

each side of the long axis, while in the pear- 
fcpe there is no exact repetition of the parts. In 
the egg-form may be pronounced on the 
Hole to be the best, and it will be observed that 
b is the generating form of most of the beautiful 
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Similarly in the case of rectilinear figures. The 
rectangle in all its modifications has the advantagi 
in Regularity over all rhomboidal and even poly- 
gonal forms, and is so lai^ely the predominant 
figure in architectural compositions that it is all we 
need take account of here. Among rectangular 
figures the square holds the same relative position 
as the circle among curved — it is too Regular for 
the highest beauty, while a parallelogram that is 
nearly but not quite a square offends against the 
canon of Clearness. It has often been asked 
whether or not there is a perfect rectangle, one in 
which the relation between the short side and the 
long is absolutely satisfying, so that we feel any- 
thing added or taken away from length or breadth 
would detract from the harmonious proportions of 
the whole. The German writer Zeising adduced 
for this purpose the so-called ' golden section ' 
found in the following way. ' Divide a line,' he 
said, 'at such a point that the smaller part bears 
to the lai^er the same relation that the larger bears 
to the whole. Take the larger and the smaller for 
the two sides of the rectangle, and an ideally 
perfect proportion is secured.' The relation thus 
constituted cannot be numerically represented, but 
the proportions $ : 8 or 8 : 1 3 are approximate, and 
it will certainly be found that a rectangle of which 
the sides bear this proportion is pleasing to the 
eye. The difference between length and breadth 
is marked enough and yet not too pronounced 
There is Contrast, while the general harmony 
effect is still unbroken. 
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!^ 121. Such Beaut7 is not an absolute duality. 
It may be remarked on this, that as explained 
1 the abstract in ^ 98 f,, in a matter of this kind 
liere can be no absolute best, because the jesthetfc 
pldgment can rarely, if ever, be sufficiently dis- 
bterested to decide on grounds of purely formal 
I satisfaction. Other considerations are bound to 
r make themselves felt as a disturbing influence. A 
rectangle or a curved figure in architecture or 
sculpture or painting is not a mere form, but it has 
some special use or function, or represents some- 
thing in nature. These external relations are con- 
tinually moulding the forms used by the artist, and 
make them other than they would be if created to 
supply mere physiological pleasure to the organs 
of vision. Thus it may be perfectly true that a 
rectangle of about S to 8 is a pleasing form and 
will for that reason make its appearance in archi- 
tectural compositions, as defining the whole mass 
or its main divisions or detailed portions such as 
window-openings. Yet we must remember that 
there are many considerations besides abstract 
beauty that go to determine architectural forms. 
A form may be extended in one direction beyond 
the limits of pure beauty in order to increase its 
Tiificance, as in the case of the upward elonga- 
kin of the proportions in Gothic The square 
1 for an elevation would be rejected on purely 
^thetic grounds, but Mr. Ruskin especially praises 
' mighty square ' of the Palazzo Vecchio at 
florence for its look of concentrated power.^ 

*SrvcH Lamp; 0/ Archileclurt. 2(1 ed., Lond. 1855, p, IQ. 
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Again in all construction, though the curved form 
may be more beautiful in itself than the straight, 
yet when the idea of iupport has to be conveyed, 
the rigidity of the latter makes it far preferable 
Hence the straight legs of Louis Seize couches are 
to be preferred to the cabriole legs of the Louis 
Quinze period when curves were everywhere: In 
the human figure the strength of the male is 
expressed by lines approaching nearer to the 
straight than those which bound the softer and 
more swelling forms of the woman. The sculptor 
will continually sacrifice pure beauty in these 
respects to expression, though when judging 
simply by the eye he will recognize a difference of 
abstract beauty in simple curved figures. 

g 125. Fonnal Beauty of Composition, in Arcliitectnn; 

The same principles that apply to beauty in 
simple forms obtain also in the higher walks of 
Composition. This pure pleasure of the eye is 
provided for by the architect, when he marshals 
his grand masses and plans out his smaller sub- 
divisions ; by the sculptor, when he secures a 
'flow of line' throughout his group; by the 
painter, when he distributes his tones and colours, 
and sketches in his forms. There is always in- 
volved a balance of the same qualities just noticed. 
The forms of architecture, depending mainly 35 
they do on construction, are clear and decided, 
and necessarily involve a large amount of Repeti- 
tion. The rectangular mass of the whole monu- 
ment is broken into smaller rectangular masses, 
and these are subdivided by horizontal and vertical 
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btures and pierced by rectangular openings. 
Bpetition is secured by the symmetrical arrange- 
Tit of these divisions on each side of a centre. 
>ntrast by the introduction of oblique or curved 
IS, especially in some predominant feature such 
the dome or spire. 

The value of a unifying element in architectural 
, and the importance of Repetition in 
nphasising form or direction, are illustrated by 
s development of Mouldings. Though the parts 
architectural composition are necessarily 
mnd together in a certain statical relation, yet 
connection may in complicated structures 
come so loose to the eye that a binding link 
i imperatively required. This is supplied by 
! long sweep of the moulding which follows an 
flight along the mass, turning the dank of 
ojections, penetrating hollows, and reappearing 
1 the same level at the most distant point of the 
Svation. Such a feature appears as a Line, and 
; value of lines so used in bringing a coraposi- 
into harmony cannot be over-estimated. 
;ain, whether these mouldings extend in a hori- 
ital or vertical course along or up and down a 
tangular mass, or else follow the curve of an arch, 
Sy always tend to a multiplication of lines in 
given direction. Thus the outline of the 
ithic arch, in itself a pleasing curved form, is 
tphasised by being repeated over and over again 
the lines of light -and -shade in the richly 
ifiled moulding, and the same applies to moulded 
i both Greek and Gothic. The reduplication 
the lines does not weary the eye. The alter- 
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nation of light and shade due to the alternate 
projection and recess of the moulding gives Variety, 
and the Repetition in direction serves to secure 
the essential element of repose. 

On the whole, the forms used by the architect 
are surprisingly simple, and would indeed be 
ineffective were it not for the grand quality secured 
to the architectural monument by its inherent 
mass. The powerful aesthetic effect of this 
really aided by the regularity and simplicity of 
the elements of the composition. Forms in them- 
selves more varied and pleasing might not combine 
so well into the unity of the single grand impres- 
sion of the Sublime. Hence the contentment of 
the architect with the straight line and the arc of 
the circle, which as we have seen (g 78) in ni 
every case are the bounding lines of his more c 
spicuous forms. Part indeed of the dignity of 
architectural monument is due to the no 
simplicity of its contours. 

§ 126, and Sculpture; 

When we pass from architecture to sculpti 

we have to deal with an art which, thoi 

dependent to some extent on grandeur of asped 

cannot be in this respect a rival of the architectui 

monument, and makes up for the deficiency 1 

greater complexity and beauty in the parts. Tl 

curves of the statue or group are exquisitely varic 

and we may find that different forms of the eg^ 

shape, with its contrast of fuller and sharper curves, 

i on the whole prevail. If we examine from thi^ 

I point of view the classical figure of the Venus de' 
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ledici (with the arms removed), which has great 
Mrmal beauty though little elevation of type, we 
see how much depends on such contrast 
etween rounded thigh and delicate knee, between 
ie spacious, broadly-treated shoulders and the 
; rapid fall and rise of the sacral depression 
nd the gluteus. Or turn from this to the Theseus 
: Frontispiece) where the cur\'es are stark and 
trong, yet contrasted on the same principle of 
iving stimulus to the eye without fatiguing it 
"jth too much variety. One favourite device of 
Greek sculptors to secure this end was to 
^xjse in juxtaposition massively rounded forms, 
i of the nude, with richly detailed passages, as in 
iie crisp drapery with its innumerable folds. The 
^e takes delight in exploring the complexities of 
; latter, but soon turns for change to the simpler 
lasses, which appear nobly restful in contrast. 
'he reposeful effect of the nude awakes in 
, desire for more active exercise, which is 
"ovided by the mazy convolutions of the folded 
Uroent. 

^ As in architecture so here. Any tendency of 
forms to appear too broken and separate is 
innteracted by the creation of certain dominant 
es, which secure Clearness by guiding the eye 
wugh the composition, and embrace in a single 
Veep the boundaries of many of the masses in 
am bi nation. The well-known Discobolus of 
lyron (Plate V) is a capital example of such a 
: of line. The eye follows the contours in a 
ingle sweep, from the hand with the discus along 
; right arm across the shoulders and down the 
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left arm, whence it passes along the left leg to the 
foot. Here is one large line dominating the whole 
composition and giving the repose and unity 
required by art, while there is the needful opposi- 
tion supplied by the strong zigzag of the bowed 
torso and the bent right leg, which brings the 
whole again into full vitality and vigour, 

§ 127. and Painting. 
The art of painting, save when it is only repro- 
ducing the impressions given by architecture and 
sculpture, relies less than the plastic art upon 
beauty of form. We have already seen that the 
most artistic painting is that in which form is 
understood rather than emphasised, and which 
gives a general impression of tone and colour. At 
the same time, though the picture does not consist 
of figures definitely circumscribed, yet the elementi 
of the composition have amongst them certain 
relations of form, on which depends the broad 
general effect of the piece. It is true that there is 
a harmony in colouring that is independent of the 
shape or size of the tinted spaces, just as a tone- 
study may be effective through mere contrast of 
light and darkness. Yet in practice we speak 
continually of the ' masses ' of light and shadow, ur 
of a ' sweep of colour,' through a picture, and tbe 
skilful disposition of these elements, as forms, is 
a great part of the mystery of pictorial composition. 
Such composition will necessarily have less formi' 
regularity, because less decision in the shapes. 
than is the case either in architecture or in sculpture, 
but it is none the less amenable to the same law5> 
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I its success will depend equally on Clearness, 
;ularity and Contrast 

I US. How tax is Plctoii&l Composition amenable to 
1 formal Laws? 

J Pictorial composition is so varied in its possi- 
feilities that it is sometimes forgotten how severe 
pn element of restraint is provided by the frame 
pr mural-setting. The field of composition is 
Itlways precisely bounded, and though in mural 
Ivork it may conform to various geometrical 
igures, in the case of the modern cabinet picture 
(is nearly always a rectangle. The first duty of 
be composition is to fill this set space with a 
iteasing combination of forms, or passages of tone 
ind colour, arranged on the principles here under 
(iiscussion, and these must have relation to the 
■hole space as well as to each other. Rules which 
lave now a somewhat antiquated sound used to 
be formulated for pictorial composition, as it was 
Inderstood in the great Italian schools of figure- 
jainting in the sixteenth century. ' Let your 
biefmass or group,' it was said, 'be of a pyramidal 
snn'i 'divide your objects or figures into two 
lasses or groups, one the chief mass or group of 
it picture, the other much smaller but of a well- 
Olculated relation to it ' ; ' keep your principal 
•Iqect, your highest light, or your most intense 
Wiour well towards the middle of your field, 
ifCn^h of course not rigidly in the centre of it.' 
mesc and similar precepts are now out of date, 
ind the independence and experimental character i 
•t modem painting brook ill the restraint of J 
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formulae ; yet the painter is none the less obscrv- 
Sng all the time certain unwritten laws, based oi 
(essentially the same principles as the old. A 
generation ^o, should an artistic formula issue 
clothed with authority from the atelier of a 
Delaroche, the Courbets of the day would (figura- 
tively) tear it to shreds by painting better pictureSj 
in exactly the opposite way ; nowadays if ft 
Reynolds of St John's Wood were to lay dowil 
any principle of treatment, a Gainsborough froi 
Holland Park would practically controvert it i 
the next Academy, while it is possible that i 
satirical voice from another artistic quarter might 
pipe an incisive epigram on the theories and 
practice of both. But the truth remains all thi 
time the same, that the practice of painting, lib 
that of every other art, is not a mere matter 6 
individual caprice, but must conform to generS 
principles of artistic treatment i 

Even Constable, an Indepiendent and i 
Naturalist in a conventional age, recognized thI 
To a young painter who had been boasting thi 
he studied no man's works but only nature, I 
remarked once, ' Well, but after all, ikere is suck 
thing as the Art! It is impossible in any form ti 
artistic practice to ignore '/Ai'y^r/,' and the elemeH( 
of a good picture are in a sense just as artificial] 
put together by the modem Impressionist, as t 
were in old time by the pupils of a Raphael or' 
Le Brun. The difference is that the art is moi 
cunningly concealed, and to the uninitiated t& 
is made to look spontaneous. It is n< 
spontaneous, for the good impressionv 
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^^HHEjBnments in arrangement, the extent ofi 
^Sns a studio-secret hidden from the admirer] 
the completed result as ' something so fresh/ 
Bnd natural.' ' The Art ' — of making up a good 
[Hcture — is just the judicious balancing of those 
Opposite qualities so often spoken of in the 
preceding pages as Unity and Diversity, Har- 
mony and Strength of effect, Repetition and 
Contrast — for these are only' different ways of 
putting the same idea. Yonder dab of light, in 
the middle -distance of that impressionist landscape, 
is introduced to save the harmony of tender greys 
ftom flatness and lack of interest. It was put in 
too light at first, and drew the attention unduly to 
)faat particular part of the picture, and it has been 
out' half-a-dozen times before its exact relation 
(s light to the rest of the tone-composition was 
determined. Then it was originally placed a trifle 
farther to the right hand, and was found to be too 
directly under the point in the grey sky where 
e light is struggling through the clouds. Now 
; sec, in the finished piece, that it lies on the 
le of a pleasant curve with this point and the 
ilght on the heap of stones in the foreground, and 
brings these two into a connection which makes 
IT the general harmony. The position and the 
itensity of this patch of light is just as much the 
oncem of the art of composition as the massing 
f the parts of a Gothic facade, or the drawing 
together of the lower limbs of the Theseus so as 
to round off" the effect of the whole figure. Here 
agiin, as in sculpture, will be found the value of. 
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Line, the magic potency of. which will avail to bind 
the scattered elements that straggle about within 
the frame into an organic unity, whereon the eye 
will dwell contented as upon a work not of nature 
or of chance, but of the order-giving imagination 
of a rational man. 
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ARCHITECTURAL BEAUTY IN RELATION TO 
CONSTRUCTION 

I. The Elements of Architectuial Effect : Summair 
of Earlier Sections 

Twill be convenient at the outset of this chapter 
recall the architectural principles that have been 

iscussed in previous sections. Architecture has 
;n presented (§ 17) as an art dependent to a 
ibstantial extent on utilitarian considerations, but 

t the same time from the first an art of expres- 
in, that has its birth in the festal structure, not 
i mere structure for use. It is distinctively an 

ft of Form (g 80) ; effects of Colour, though they 
ly add aesthetic charm, are not of its essence, and 
! most suitably introduced as a compensation 

ten the material of the fabric is in itself of an 

fJerior kind and is in need of clothing. The 
imary and most powerful means of expression 
I architecture is by imposing Mass (§ 103) which 
onveys the aesthetic impression of the Sublime, 
It architecture is expressive in more articulate^ 
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fashion when through the special features which 
constitute the historical Styles (§ 105) its forms 
become eloquent of the ideas of successive ages. 
Architectural Beauty, as distinct from the Sub- 
limity of Mass, is due to Composition (§ 125), that 
is to the breaking up of the whole into subsidiary 
portions related to each other and to the masK on 
some pleasing scheme of proportion. Finally, an 
aid to Composition of essential value is furnished 
by sundry minor features such as Mouldings 
(5 125), which are used to accentuate certain 
forms or to combine part with part by connecting 
lines. 

In accordance with the foregoing, the charac- 
teristics to be desired in the architectural monu- 
ment may be thus formulated. 

I. The building must have its spaces so disposed 
that the various purposes for which it was erected 
are completely and conveniently fulfilled. 

II. It should be solidly constructed of materials 
suitably chosen, and employed in a manner 
correspondent to the character of each. 

III. It ought to possess two, or at any rate one 
of two, aesthetic qualities, (i) Sublimity, if its 
dimensions and character permit, and (2) Beauty 
in composition of masses, tones and lines, 

IV. It should not only be aesthetically pleasing I 
but significant, and this in two respects, (i) as 
expressing in its outward aspect the nature of its 
construction, (2) as proclaiming and exalting the 
functions, civil, national or religious, it is designed 
to serve. 

It is obvious that these various characteria) 
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F the ideal architectural monument fall into two 
■oups. Some are prescribed by considerations 
f utility or tectonics,^ and others by considerations 
and it is a question whether utility or 
■uctural consistency and art will always be found 
demand the same thing. It must not be 
upposed that the useful and the beautiful are in 
I their nature antithetical. The same product may' 
atisfy both aesthetic and utilitarian demands, 
vhtle|as explained In g 106,' there is even a direct 
Bthetic interest attaching to objects or creatures 
jhat are perfectly formed for use. There is a 
lopular notion that art ceases to be art when it 
1 useful purpose, but recent observations 
lave shown that such a purpo.se may be incident- 
ally served without the product or act in question 
I ceasing to be artistic (§ 4). This may all be true. 
ind yet the broad fact remains that beauty and 
sefulness by no means necessarily co-exist, and 
interests may often appear antagonistic. 
Hence in the creation of an architectural work 
rttiat has to be at once convenient, sound in ,■ 
I structure, and aesthetically satisfying, the designer 
pay find himself beset by claims from opposite 
ides that are hard to reconcile. We are brought 
ere into contact with the fundamental problem of 
Architectural practice. 

'This convenient term which the Germuu have bonowed from 
the Greek Uiiguage tnuans the philosophy of coostructioii. The 
' teclontc style,' as defined by von Bninn in connection with Greek 
decontive ut, is a style of treatment dependent on a nice sense 
of structure and of the guidance which structure gives to the 



ARCHITECTURAL BEAUTY 



1 



§ 130. The Belation of Utility and Art In Ardutectare. 

That architectural practice is based on utilily 
but rises out of this sphere into that of artistic 
expression was noticed long ago by Vitnivius. 
when he said of the public buildings of a city thai 
they should exhibit Stability, Convenience, and 
Beauty.' The question is What relation shmiid 
exist between the first two of these and Beauty, j 
Some architectural theorists hold that consider 
tions of art should be in direct and consts 
subordination to those of utility and structure, J 
that the building becomes what it is through j 
process of logical deduction from its ' program ' ■ 
formula of requirements ; while others would claii 
for the architectural designer an artistic free 
in the creation of forms not logically deduc 
from the program. M. VioIlet-le-Duc, 
Entretiens sur V Architecture} insists on the i 
for subordination of the strictest kind, and s 
up his view of the most important principle 
architecture in the words ' respect €ibsolu pour ^ 
vrai,' 

It may be said at once that this motto ' in ai 
things truth' is a sound one, but hardly covers tl 
whole field of legitimate architectural practice. 
is indeed somewhat too simple and straightforwap 
to correspond with all the actual facts of art. The 
are certain theories of the arts, of which i 
one, that are apt to mislead through their I 

1 Haec aiitem ita Reri debent ut habeatvir rado tirmitatis 
venustatis. De Archilct-twd, i. 3, 2. 
i£, 1863, I. p. 333 nole. 
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ingly easy and logical appearance. Of such a kind 
is the once- famous pre-Raffaelite theory of painting, 
according to which a close adherence to nature is 
the one secret of the art. There is no question 
that painting is bound to nature as the source 
from which it draws the breath of its being, and 
til ere is no question that the architect ignores 
utility or truth of construction at his peril, for 
they are the substantial basis of all his work. Yet 
on the other hand, in the case of all the arts, it 
happens not seldom that the element which gives 
a work its special value is just that element which 
is not covered by these plausible theories. The 
best picture is not always that which is nearest to 
nature, and in architecture the resources of the art 
are at times most tellingly displayed in the use of 
forms and details that are not strictly dependent 
on constructional exigencies. jEsthetic feeling 
may demand a somewhat free treatment of con- 
struction, and the addition of features for which 
there is no material need. 
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5131. The theory of 'respect abaolu pour le vrai' 
tested by ttie Doric Facade. 

The insufficiency of the above theory in its 
rigid form will be at once apparent when we test 
it by one of the most conspicuous pieces of archi- 
tecture in the whole annals of the art — the fa9ade 
of the Grecian Doric temple. That elevation is a 
tj^icai piece of well thought-out consistent archi- 
tectural composition, and is eulogized by writers 
of all schools. Yet it is only to a very modified 
extent an example of ' respect for truth." T^ 
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utilitarian demand was here a simple one. [t 
merely for a continuous canopy over the shrii 
within, upborne by supports that should admi 
of free access to and circulation about the shrine, 
The detailed forms of the facade depend not on 
use but on structure and material, and do not 
correspond with these with complete logical 
accuracy. The main elements of the construction 
— the upright supports and horizontal architrave 
beams — are indeed clear enough, and their form 
and their function agree as the theory demands. 
But this cannot be said of the second story of the 
entablature — the frieze. Absolutely necessary in 
the scheme of proportion, and the most importanl 
decorative feature of the whole, the frieze has no 
constructive significance. For all practical pur- 
poses it is just a second story added, for the sake 
of effect, above the really constructive feature of the 
architrave, and as for its special forms, what 
or meaning in their present position have 
triglyphs and metopes? No doubt they had once* 
their significance, but this is only to be determined 
by archseologists, who, as a fact, cannot yet agree 
as to what really was the natural history of these 
curious features. If it be maintained that the 
triglyphs are constructive elements and represent 
the beam-ends of the roof, the rejoinder is easy i 
Once upon a time they probably did possess this 
character, but they had lost it long before the date 
of the great monumental temples, in which the 
stone beams of the portico-roof are lifted 
the top of the triglyphs and metopes, and are 
no constructive relation thereto. If the trigh 
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mean a beam-end it is a sham ; if it have no such 
significance, it is an arbitrary form adopted for 
artistic reasons and out of all relation to the logic 
of construction. 

i 132. Tlie Architect need not be asliamed of Beaut?, 
even when Independent of Construction. 
That this should be so, is no reproach to the 
Creek facade, which is a noble work of art pos- 
ssed of the essential elements of architectural 
beauty, and quite as ' true ' as any work of art 
heed ever be. It is however an argument of much 
lireight against the extreme theory of ' respect 
Ibsolu pour le vrai.' It is indeed not a little 
curious to find architects prepared to define their 
' construction beautified ' but nervously 
Uxious that the beauty should always be in strict 
toibordi nation to the structure. They forget that 
Hy the very act of adding beauty to their work 
fliey assert their artistic freedom. The beauty of 
file building may be in a close and organic 
elation to its use and structure, but it remains 
lomething distinct from either. As a product 
preserves its characteristics of inde- 
sidence and spontaneity which have been 
vfaidicated for it on a previous page (§ 4). The 
Idition of beauty to the Vitruvian stability and 
mvenience is an act of choice quite outside of 
5 Sphere of utility. If we glance back at the 
story of civilized humanity, we see the genius of 
ccessive ages and peoples writing with the pen 
' beauty, on eternal monuments, the record of 
etr aspirations and deeds ; in every epoch we 
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meet the architect at his task and discern in W» 
the inspired mouthpiece of his people and his 
creed. Remembering all that the architects of the 
past have been able to express in the pr^nant 
language of their craft, their modern successor 
might well be proud enough of the artistic elemenl 
in his work to allow it a certain free range 
beyond the mere bounds of the program. Why 
should such a one not admit that architectural 
beauty may rightfully claim, in its relation to 
utility, something of the same latitude which 
in sculpture and painting is claimed on behalf 
of artistic effect as opposed to mere truth to 
nature? Is a building that depends for its 
main features on the formula of requirements 
any the worse because it adopts in freedom such 
additional features as are needed for the composi- 
tion ? Are we not justified in affirming that the 
practice of architecture, like that of painting and 
sculpture, rests to some extent on conventions, 
and is not a logical deduction from any one theory? 
The beauty and significance of architecture are 
not slavishly bound down to the exigencies of the 
more materia! side of the craft. From the first, 
let it be again repeated, architecture is ' an art of 
free and spontaneous expression,' and this character, 
as we shall presently see, remains with it through- 
out its long and varied hi.story. 

Ig 133. The Principles of Architectural Design. 

It may be useful to throw what has been said 

into a practical form as an outline of the principles 

^^^ architectural design. There have to be con- 
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VlEidered, as we have seen, Utility, Structure, Esthetic 

RQuality, Significance. A single creative act, calling 

Jjnto being at a stroke a scheme in which all 

I fequirements are harmoniously combined, is the 

ideal architectural achievement, and some theorists 

ssume that the different elements of a design take 

ape together in the artist's mind, so that there is 

h priority or sequence. As an actual fact how- 

■, there must be a definite starting-point in the 

formula of requirements, and from this the design 

of the whole is built up by a process which, though 

in certain cases it may be rapid enough, is yet 

always susceptible of analysis. It usually happens 

that the creation of the scheme, even in its most 

general shape, is neither spontaneous nor rapid, but 

the result rather of prolonged labour and contrivance 

involving the constant adjustment of conflicting 

claims. Through all the working and re-working 

of these problems there is a single guiding principle 

to be held in view, Give use and structure the 

priority but let them in return serve the cause of 

art : On the foundation of utility mould the design 

to beauty and significance. This principle will 

work out in practice somewhat as follows. 

The artist's comprehension of his program, 
which he should so assimilate as to make it part 
of himself, results in his own mind in a general 
scheme of the relative size and distribution of 
the requisite spaces, compendiously described as 
the Plan. These spaces, at any rate in a public 
building, serve not merely a useful but an ideal 
purpose, and considerations of display as well 
as those of convenience help to determme ttve 
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which they are to be approached, 
lighted, and enclosed. This disposition of 
interior spaces necessarily conditions that sub- 
division of the external mass on which composi- 
tion depends. The interests of utility and beauty 
are brought here into a relation that the: designer 
must handle with all his artistic tact. In tbe 
simple instance of the Christian church the need 
of separate housing for the altar necessitates the 
apse or chancel ; that of space for ecclesiastical 
functions the transept ; to secure more room for 
the congregation, while avoiding difficulties in 
roofing, side-aisles are added to the nave. Utility, 
and, in the altar-house, display, determine the 
distribution of the spaces, and the same considera- 
tions prescribe the general scheme of any public . 
building, secular or sacred, that has to serve ideal | 
as well as utilitarian ends. In all cases tbe I 
internal arrangements are expressed on the ex- T 
terior by varied masses that break up the main I 
structure. Externally there are produced among I 
these some complex relations of size and position ' 
which the artist has to harmonize, and with which 
he will deal as artist rather than as mathematician. 
These subdivisions of the original mass are the 
elements out of which is created architectural 
beauty. They are a growth from within outwards, 
but at the same time dimensions, forms, propor- 
tions, relative positions, are not fixed in jiedantic 
formula; but are subject to modification, and should 
be moulded in freedom to a beauty and an expres- 
siveness which only art can win for them. 

The same principle applies to the smaller 
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features of a building as distinct from its main 
divisions. Such features are mouldings, base- 
courses, cornices, door- and window-framings, and 
the like, and these must be carefully distinguished 
from architectural ornament They are a more 
integral part of the fabric and are indeed a part 
that is essential to architectural effect, A building 
can reach the highest standard of architectural 
sublimity, beauty and expressiveness without any 
ornament at all, but it is not equally independent 
of the features just named. They are necessary 
complements of the original process of breaking 
up the unity of the structure. Merely to sub- 
divide a mass, and group its parts and its 
openings in pleasing relations, is not enough, if 
the parts are mere plain parallelopipeds and the 
openings are bare unframed apertures in a wall. 
A certain apparatus of the minor features in 
question is requisite for the purpose of lending 
accent and significance to the divisions, and doing 
all the artistic service to the structure that can be 
rendered by frame or border or plinth or cresting. 
If the main divisions of the building follow as 
we have just seen from considerations of use and 
display, the smaller features are to a large extent 
dependent on Structure, and structure at once 
introduces the question of Material, while the 
architectural treatment of structure and material 
brings us face to face with the phenomenon of 
specific Style. 

Historical styles are due to the fact that there 

are established methods, some natural others tradi- 

I tional, of putting together the various materials 
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used in building, and the resultant forms have been 
used over and over again in successive epochs byi 
sort of recognized convention. When old materials 
and processes are dealt with, treatment is almost 
necessarily conditioned by these established con* 
ventions, but the introduction of a new material 
makes a difference, for this may suggest its 
external treatment in forms for which there ; 
precedent. Whether the conventional forms or. 
new ones are employed matters little, so long 
the latter are as technically correct and as pleas-' 
ing to the eye as the older forms ; in other words, 
specific differences of style do not touch the prin- 
ciples of architectural design, for these are prior to' 
and independent of the styles. 

The smaller features, that are for the mom«it 
under notice, derived as they are from material 
and structure either directly or through a histori- 
cal tradition of style, are to be treated with the 
same combination of aesthetic tact and common- 
sense which presides over the composition at 
large, for the example of the Doric fagade en- 
courages the artist to exercise here also, within 
due limits, his artistic freedom. A similar pre- 
scription may be applied, with some modification^ 
to Ornament 

In the case of ornament, indeed, the artisC 
may be supposed to enjoy entire freedom, 
this is not the case. Ornament is not a mere 
fanciful adjunct to a building for the sake o 
enhancing its aesthetic charm. It is not onl] 
connected, as will presently be noticed, with tin 
laracter of the monument, but is in relation ala 
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1 its structure. It is not however like mould- 
^ and similar features, a necessary outcome of 
ructure or material, but bears to the building the 
iation of a separable accident. That ornament 
1 be dispensed with, is proved by those existing 

numents which produce the full effect of archi- 
cture witliout any aid of the kind. The Greek 
nple at P;estum exhibits now no ornament or 
Hychrome decoration ; yet it is one of the most 
irfectly satisfying structures to the architectural 
; that the world has to show. The church of 
Front at P^rigueux in western France is a 
Ospicuous medieval example. The work of Sir 
iristopher Wren, again, owes practically nothing 
I ornament. 

I Ornament, on the other hand, though it 
be classed with colour as not essential 

architectural effect, is of higher value than 

ilour as an artistic adjunct. It is a feature 

especial moment as an aid to the ex- 

ssion of a building, and may help more than 

' part of it to make its character and human 
gnificance intelligible. By association and allu- 
or by franker statement it interprets the 
lOnument, and fixes its place in the national or 
dal economy. While mindful ever of its tec- 
Kiic relation to the structure, by its accent or its 
nnbolism it will touch with the glamour of 
Oetry both the material and the human facts 
Aich underlie the external show. Ornament of 
1 really artistic kind is to a monument what 
I necklet of fine gold-work is to a beautiful 
iDman. Her comeliness is perfect wit\\Q\it "A, ye^. 
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it enhances her charm, as that of the Parthenon 
was heightened by the girdUng frieze. If the 
jewel on her bosom be the keepsake of a soldier 
Jover, she is touched with a more visionary grace, 
as was the Athenian shrine when the Guardian 
Goddess stood forth, new bom, above its eastern 
portal. 

In all parts of architectural design, accordingly, 
the artist will deal in rational freedom with the 
material offered to him. Utility and structure 
determine this material as mere vXti, and indicate 
without absolutely prescribing the form. It is 
the function of the architect to work upon this 
form till it gain the beauty and significance of the 
perfect artistic product. 

In what follows it will be impossible to illustrate 
all the many aspects of architectural theory and 
practice. The principles of planning on the one 
side, though of fundamental importance, must be 
passed over as their discussion would involve con- 
siderations which do not wholly belong to the 
artistic aspect of the art,' while architectural 
ornament, on the other side, belongs in great part 
to the domain of the decorative arts with whid 
this book makes no attempt to deal. In 
sections which follow, the theme under treatma 
will necessarily be a limited one, and their maid 
purpose is to exhibit the dependence of a 
features on material and construction. A stud) 
of the manner in which in the past ages of t 
art the designer has dealt with these elements i 

There are sonic gciod remarks on (he artistic side of planning ■ 
'. Slalham's work nolioed in the intioductory chapter, 
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IS into near contact with what is most 
mtially architectural in the practice of the art 
If we examine the relation to construction of 
■chitectural impressiveness and laeauty, we shall 
: to what extent the artistic quahties of archi- 
ll re depend on, or are developed out of, 
instruction ; how far they may be legitimately 
tdependent of construction, and become in this 
Fay matters of artistic choice rather than of strict 
gical deduction. 

|131 diaracteiistiCB of building materiale: Stone, and 

its Natmal SymboliBm. 

1 Construction, it hardly needs to be said, depends 

ally on material. We will consider therefore in 

der the chief materials used by the builder, and 

to what architectural effects in each 

: they most naturally tend themselves. These 

laterials are stones of different shapes, irregular 

t squared, and of varying sizes ; clay, in formless 

plastic lumps, or moulded into rectangular 

ricks ; finally wood in the forms of the pliant 

ranch, the sapling and tree trunk, or the squared 

I and sawn plank. 

Stone as building material carries with it a kind 

natural symbolism of which the architect in 

ifferent ages has known how to take account In 

first place, when used in large masses it 

jUpplies the designer with means for increasing 

e apparent grandeur of his edifice. A building 

V«BQnstructed of huge blocks of stone at once gains 

l» certain air of majesty which stands for an 

■Increase of size, and small structures can attain i 
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through this device to architectural sublimity. A 
standard illustration is the tomb of Theodoric at 
Ravenna, from the sixth century of our era, which 
though of modest dimensions recalls by 
massiveness the megalithic structures of prime* 
days : the cupola crowning it is hollowed out of (( 
single vast block of stone more than thirty feet i 
diameter. Monolithic columns are far grandaf 
than those composed of small pieces, and the ' 
Egyptians by plastering over their built-up 
columns, and the Greeks by fitting the drums of 
theirs so closely that the joints almost disappeared, 
were aiming at a monolithic effect. On the con- 
trary, at the Madeleine in Paris the smallness c 
the stones of which the columns are constructed is , 
made painfully apparent by conspicuous joints, and; 
the effect of them is hopelessly impoverished 
The artistic function of big materials is thuj 
summed up by James Fergusson : 

' It is the expression of giant power and t 
apparent eternity of duration which they convey; 
and in whatever form that may be presented to 
the human mind, it always produces a sentiment 
tending towards sublimity, which is the highes 
effect at which architecture or any other art c 
aim.' ^ 

Again, there is about stone a natural symbolist 
that resides in its earth-born and primes 
character. The ancient walls called CyclopeailJ 
or Pelasgic, of which the ramparts of Tiryns an4J 
MyceniE are the most conspicuous examples, a» 
often built of huge polygonal blocks, hardljd 
^ Histoty of Arehiticlun, l. p. KJ. 
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touched by the tool but fitted according to their 
accidents of shape. Such structures are imposing 
through their rock-like aspect and seem to be the 
children of mother-earth. Very different is the 
effect of squared -stonework. This has a natural 
symbolism of a higher kind. It is the production 
of intelligence and gives at once a human interest 
to the structure, which appeals to us on the 
grounds drawn out in § 104. Further, the hori- 
zontal beds and vertical joints convey at once the 
essential relation of the structure to the ground, 
and the upward tendency of its elevation. It is 
earth-based, but rises to a place in the world of 
men. 

There is a simple and natural treatment of 
stonework, by which it is made to combine the 
two effects just indicated, and to remain rocky and 
elemental but at the same time an ordered product 
of reason. This is through a bossy or ' rustic ' 
treatment much favoured by the great stone 
builders of the world, more especially the Phoeni- 
cians. Originally no doubt merely to save labour, 
the stone blocks were only fully squared-up upon 
and near the surfaces of contact, the middle part 
of the outer face of the mass being left rough and 
projecting. Such treatment appeared so apposite. 
that it has been used deliberately through a great 
part of architectural history as an element of 
artistic effect, and the example is a very good one 
of an exigency of construction turned to zesthetic 
ends. Not only does this Rustication carry with it 
an air of primeval stability and strength which 
makes it invaluable for use in the basement stories 
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of monumental buildings, but it also gives varie^ 
of texture and even of tone to an elevation, Brt 
nelleschi employed this motive with very non 
effect in the Pitti Palace at Florence, as Michelc| 
had already done in his earlier Palazzo Ria 
shown in Plate VI, while in our own time Brj 
imposing Bank of Scotland, on its terraced ; 
structures at Edinburgh, is as good an instance 
could be named of its sagacious employment 

^ 135. Brick, and the Constructive Fonns otoIti 

&om its ose. 

Passing from stone to clay or brick, we 
monumental character but discover new elemi 
of architectural effect that evolve themseh 
naturally out of the use of the material. Clay' 
formless and devoid of natural suggestion, 
when wrought into bricks these carry ivith 
certain consequences of their parallelopiped si 
Brick — generally used in the ancient world 
or sun-dried, not burnt in the kiln — is not so 
a material as stone and a wall of it needs 
strengthening. This it receives from the Bui 
a familiar feature on the common garden 
The buttress occurs in some of the oldest exis 
monuments of civilized building, the mound-temj 
of lower Babylonia, where the vast solid struci 
of crude brick show regular projections of the 
material, the use of which is obviously to count 
■act the thrust outwards of the heaped-up mass. 
Further, the buttress may have given the first 
k su^estton of the form of the Tower. Towers 
n^ank at regular intervals the brick walls of Baby 
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carry with them certain natural suggestions ; iheS 
economical evasion of labour in leaving rough the | 
face of a building-stone is turned to the service of 1 
architectural expression ; the projecting buttress, 
bastion or tower— used in stone structures as well as 
brick — has the important merit of enriching an 
elevation with light-and -shade, and with strongly 
marked vertical lines which secure the divisions so 
necessary in composition ; the battlement breaks 
the edge of the summit and gives artistic finish to 
the whole structure. 

^ 136. The Arch, as derived trow. Constntction ia 
small materials: its EBsthetic Tolae. 

Another important architectural form is arrived 
at in the process of construction with smi 
materials such as bricks or stones, and this is 
arch. 

It is easy to construct walls and solid mounds 
of clay or bricks or stones, and so to enclose a 
space or reach an elevation, but it is by no means 
so easy to cover-in the enclosures thus formed, or 
to contrive chambers in the midst of the solid 
masses. Where no additional material is avail- 
able, this can only be accomplished by the use of 
some form of the arch or vault, a constructive 
device known from the remotest antiquity, and 
used as a rule among all peoples whose natural 
building material is clay or brick, but one which 
does not play an important part in architecture 
proper till a comparatively late period. The arch, 
and the vault which may be looked on as generated 
from the arch, possess the marked constructive 
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Dperty of exercising a lateral thrust, the nature 

td conditions of which are too well known to 

led demonstration in this place, while in their 

tthetic aspect they present always curved forms, 

the shape of a half-round or portion of an 

Upse, or of two curves or combination of curves 

seting above in a point. Such a form occurring 

contrast to the straight lines and right angles 

iturally predominant in buildings reared of 

iUelopiped bricks or cut stones, is of itself 

(tistically pleasing, A series of such forms, as in 

bridge or an aqueduct, such as the Roman 

sample on Plate VII, has in itself considerable 

jauty as weli as majesty ; while if we suppose a 

all broken with arched openings of different 

les arranged according to some scheme of 

:istic composition, or a cupola or series of 

Ipolas rising above a rectangular substructure, or 

n, from the interior, a hollow dome covering 

embracing an internal space, we have at once 

essential elements of architectural effect. As 

fact however (and this in part for a reason to be 

esenlly considered) the step in this instance from 

ility to art, that is to say, the advance from the 

Sre employment of such a constructive form for 

Brposes of utility, to the deliberate handling of it 

as to produce a calculated artistic impression, 

s not made in the most ancient times. In 

dent Egypt, in Babylonia and Assyria, the 

ult of clay or of crude sun-dried brick was used 

cover small apartments or galleries, or as a 

Imie formed the roof of store-rooms, granaries, or 

Slage cabins, like those shown in the Assyniu 
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relief given in Fig. 6. In Assyria and in Etruscai 
Italy, the well-known strength of a vaulted c 
ing, when properly buttressed up at the flanks, Wi 
taken advantage of in the construction of under- 
ground drains and conduits. In Italy the arch 
was early employed for bridges and aqueducts. 
In Assyria, Asia Minor and Etruria the apertures 
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in walls, such as the gates of a city or a palace, 
were terminated above by the arch. These peoples 
were accordingly familiar with the aspect of the 
arch and vault, (i) as an opening in an elevation, 
(2) as an internal covering, (3) as an external j 
cupola, but we do not find anything like the I 
evolution of an arched style till near the time of I 
the Roman Empire. 
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§ 137. Evolution of an Arched Stfle : The Aich 
at Borne. 

k There is, indeed, a wide gulf between the primi- 
■ structures Just noticed, and the magnificent 
nes and vaults that are the glories of Roman 
^perial architecture. This gulf may have been 
[ad u ally bridged over by a series of vaulted 
•uctures that have now perished. Alexander 
; Great and his successors founded numerous 
■eek cities in the nearer East, the original home 
■the tradition of vault building, and in these it is 
pely that experiments were made which bore 
ult in the famous existing structures at Rome. 
lie Pantheon, one of the grandest interiors ever 
•duced by an architect, relies for its main effect 
ion the simple form of the hemispherical dome 
I to the Egyptians and Assyrians, enlarged 
ki the scale of sublimity, and so translated from 
B sphere of utility to that of art. The Romans, 
wever, never really worked out an arched style, 
r they could not trust the arch by itself to pro- 
duce the necessary artistic ' membering' of a 
ade, nor did they show any appreciation of the 
rtemal effect of the cupola. It was reserved for 
! Byzantine designers, and following them, the 
Jiitects of the Renaissance, to lift the dome 
Dldly above the substructure, and, as in St, Paul 
f London, make it the dominating feature of a 
at architectural composition ; while it was not 
^til the Renaissance that the Wall, constructed 
the Palazzo Pitti or Riccardi at Florence 
Plate VI), of massive rusticated masonry, and 
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broken only by a composition of arched openings, 
was allowed to stand forth in its noble simplicitj- 
as not building only but architecture. 

Nor again on the constructive side did the 
Romans follow out the principle of the arch. The 
lateral thrust, already spoken of, would be exer- 
cised most freely were the arch composed of 
wedge-shaped stones fitted in together, but with- 
out mortar or clamps or other binding material. 
In such a case, if left unbuttressed at the side, the 
arch would at once give way both at the summit 
and 'shoulders.' It is obvious however that in 
proportion as the materials of the arch are made 
to adhere closely tog^ether, the less lateral support 
will it require, while a vault quite homogeneous in 
structure would require none. The Romans, con- 
structing their vaults mainly of more or less 
homogeneous concrete, got rid to a large extent 
of the difficulty of the lateral thrust, but this again 
confronted the medieval builders when they began 
in the eleventh and twelfth centuries to roof their 
churches with stone vaults. 

g 138. The Arch in the hands of Medieval Bnilden : 

The Gothic Style. 

At this epoch there appeared in France a school 

of builders gifted with the finest scientific insight 

into constructive problems, and from their hands 

proceeded the early Gothic cathedral, which in its 

essentials, though not in its details, is to be 

regarded as a logical deduction from the con- 

k Structive principles of the arch, modified in ever)' 

I portion by that effort after beauty and significance 
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• forms which turns the construction of utility 
> one of art. 
In this building almost all the features are con- 
doned in the first place by construction, but 
dified and added to on artistic grounds. The 
lerating centre of the whole is the stone vault, 
uch is pointed in section, and from this all the 
evolved. The vault is divided into a 
Kession of compartments each of which is 
ned by the intersection of two pointed barrel 
The lines of intersection crossing the 
mpartment diagonally from corner to corner are 
Irked by projecting ribs, the use of which was 
Iroduced in certain earlif Oarrel vaults of stone 
the south of France, belonging to the Roman- 
|iie period. The function of these ribs is to 
Beet the thrusts or pressures exercised by the 
mcs composing the vault, and carry them away 
I the comers, wheie they are accordingly con- 
Btrated. The*'^ pressures are of two kinds, — 
rectly downward owing to the weight of the 
materials, and lateral owing to the characteristics 
of the arch. The direct weight is carried down to 
I ground by long slender pillars or shafts of 
me, between which (as there is no need for any 
stonework which would have nothing to 
>ort) there is interposed a light screen of glass 
med in upright and transverse bars of stone- 
Srk. In theory, and often as a fact, each one of 
C undergirding ribs of the vault is waited on by 
distinct vertical shaft which transmits its weight 
vthe ground. These shafts are bound together 
p groups and so descend as a single though co'm- 
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plex pier to the base of the whole. The lata 
pressures, on the other hand, are collected as jd 
stated into the corners, and are there met a 
counteracted exactly at the right spot, in pres- 
sures exerted in a counter direction by arches ] 
leaning up against the outside of the buildings— ' 
the so-called flying buttresses. To give these ■ 
flying buttresses in their turn a proper resistance, 
they spring from solid pillars erected at the , 
requisite distance from the building, while these 
pillars themselves are rendered more stable by 
being weighted above by masses of masonr)'. 
This contrivance secures due lateral support to ' 
north and south all S'ong the nave : at the choit 1 
end, the series of vaults terminates in a rounded 
apse encircled with its flying buttresses, which 
itself serves as an abutment to prevent any yield- 
ing towards the east ; while at the west or entrance J 
end of the church two massive towers, useful a 
for carrying bells, present a corresponding i 
sistance at the other extremity of the series. 

These are the essentials of the Gothic structu 
Other prominent features such as the transept 
the side aisles, the radiating chapels, have E 
special constructive significance, and for 
present purpose we may consider the buildiq 
as a series of arched canopies of stone resting a 
slender pillars at each comer, the outward tkruils 1 
being abutted at the western end by the solid mais J 
o/ the towers, and everywhere else met and counts 
acted by the opposing pressure of arches, thrm 
inwards from rigid pillars weighted by masoM 
that at a suitable distance surround the edijict- \ 
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i 139. Coostrnction and Beauty in the Oothic Edifice. 

We thus obtain the idea of a somewhat elaborate 
nd complex building the form of which is all 
locally determined by constructive considerations. 

> far the work answers exactly to the description 
f a piece of modern engineering, and we may ask 
Vhere does the art make its appearance ? Why 
the Gothic cathedral always so beautiful, the 
H^neering structure so often hideous ? The 

iswer is that the Gothic builders, advancing from 

Jity to art, partly followed the hints of their 

onstruction in the direction of beauty, and partly 

lade additions to the same end independent of 

ility altogether. In the first place the Gothic 
(Tchitect possessed as his determining unit of 
onstruction the pointed arch, a form in itself 
Ktremely beautiful, and flexible in use. He did 
(Ot invent it nor did he adopt it on aesthetic 

T)unds, for it was employed, not only by the 
laracens from the ninth century onwards, but 
Iso in France before the Gothic period in the 

omanesque barrel vaults already spoken of, where 
. probably used for constructive reasons 
e it exercises less lateral pressure than a 
Ound arch of equal span. So soon however as 

; did adopt it, he made the most of its aesthetic 
apabilities in a manner not in fashion among 
nodem engineers, 

■ The pointed arch can be raised to any desired 
Jevation, and in early Gothic is always loftier 
i round arch of equal span ; it carries 
Bith it accordingly a suggestion ol \>e\^\\'i. m\,4^ 
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slendemess, and as these qualities suited the - 
temper of religious enthusiasm that belonged to 
the age. they soon became the predominant nott 
of the whole structure, so that at Beauvats the 
light canopies of stone on their delicate vertical 
shafts floated in the air a hundred and fifty feet 
above the pavement The bars or muUIons 
stone, framing the panels of glass which filled the 
lateral spaces between the supports, were disposed 
in those exquisite combinations of curves wbidi 
give its fame to Gothic window- tracery. The 
masses of stonework weighting the piers, from 
which spring the flying buttresses, were moulded 
into the elegant forms of pinnacles — features that 
play such a part in the artistic effect of the whole 
building that it is often forgotten that they have 
a constructive origin and use. Throughout the 
building in the same manner constructive forms 
became modified for artistic reasons, and as t 
modification was all in the direction of breakii^ 
up solid masses and multiplying slender am 
elegant features, the whole building came to * 
that look of indescribable grace and Hghtnes 
which is the glory of the Gothic style. 

In Plate VllI, from the well-known work i 
Gailhabaud,' is shown the construction of a bay 
of a Gothic nave. On the right -hand side is t 
external view showing the piers, pinnacles and 
flying buttresses, while on the left there is a sectioa 
through the axial line of the building that exhibitii 
: method of supporting the vault and the t 
L'Architalurt, He., du V^ au XVII'" Sihle, PmU, iSsS 
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luction and height of the external roof of wood. 
OSt of the points indicated tn the text will be 
ind illustrated in this drawing. 

I § 140. Free expression and Beauty in GotMc, 

independent of Construction. 
It would be however a mistake to suppose that 
I the characteristic beauties of Gothic are due 
mply to the artistic manipulation of forms pro- 
ceed for utility. In the interesting essay on 
wthit: Architecture by Mr, C. H. Moore of Cam- 
Idge, Massachusetts,' the writer reviews the 
khires of the Gothic edifice one by one, carefully 
luting out in the manner of M. Viollet-le-Duc 
K constructive origin of each, until he comes to 
IE Spire, of which he justly says : ' Of external 
Btures none is more striking, and after the flying 
jftress, none shows more of the Gothic spirit, 
taa the stone spire with which, in the design, if 
it in the executed work, the tower was crowned." 
% Moore makes no attempt however to explain 
it use of the spire in construction, and as a fact 
(valid constructive ground can be assigned to it 
|its developed form. Regarded as a not un- 
ttural evolution out of the low pyramidal cap 
iat formed a common termination to the earlier 
Bmanesque towers, it is connected with structure, 
tt the heaven-piercing spire is quite a different 
fing from the squat pyramid, and we must 
KMdingly pronounce that this — the most beauti- 
land significant feature of the whole building — 
k \ free creation of art Mr. Moore continues : 
London and New York, 1S90, {Second Edition, 1%9^J.^ 
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'It is a feature, too, which more emphatically 
perhaps than any other, marks the communal spirit 
and influence. The spire formed the governing 
feature in any general view of the medieval tonii, 
and was a sign of municipal power and prosperity. 
It was natural, therefore, that the spire should call 
forth the special enthusiasm and effort of the !ay 
builders.' ' 

This is true — and the remark is an additional 
proof how much more there is in architecture 
than mere beauty of line and mass — but the 
important and significant point of the matter is, 
that the artistic spirit, which in the rest of the 
building is content to wait on construction and 
follow out the hints thus given in the direction of 
harmony and beauty, here shows itself indepen- 
dently creative, and vindicates for itself that 
freedom which is denied to it by those who harp 
on the assertion — sound enough so far as it goes 
— that architecture is just 'construction beautified' 
The same thing may be said about the high- 
pitched external roof of the Gothic cathedral. At 
Rheims cathedral, according to the section given 
on Plate VIII, the ridge of the external roof rise, 
above the crown of the internal vault of stone 
a height fully half as great as the elevation 
the latter from the floor. A shelving roof 
timber and lead is of course needful for 
protection of the upper surface of the stone vault 
(just as there must be a cover of some kind to 
tower), but the great height to which, especially M 
.France, the ridge is finally raised is unnecess; 
' Galhic Archiltcluit, p. 113. 
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Bid is to be regarded as an artistic form corre- 
Iponding to the elancd spire, and bearing emphatic 
Sestimony to the predominant msthetic character 
the whole vast edifice. 

§ 141. Summary of the foregoing. 

Looking back now on the ground traversed, we 
find that construction in clay, brick or small 
materials gives us the wall broken with projecting 
buttresses and crowned with battlements. It 
generates for us the arch, the curved forms of 
krhich, in bridge or aqueduct or gateway, are 
Blways charming, and which, surmounting door or 
Irindow opening, gives architectural character to a 
b^ade. It produces the dome, a telling feature 

external or internal effect, with the other forms 
^the vault, and finally, by a logical following out 
if the mechanical peculiarities of the arch, it 
Eulminates in the Gothic cathedral, the most 
[terfect combination of logical construction with 

: that the world has ever seen. 

The above examples show that the harmonious 
tabdivision and play of part against part, which 
nake the life of architecture, may be readily 
[volved (if the requisite artistic feeling be forth- 
iming) from the constructive forms that have 
Jieir basis in utility. Art has in these cases to 

:velop embryo, to emphasise uncertain forms ; 

It at the same time it must be prepared on fitting 
_-Jcasions to rise beyond construction and become 
freely creative. In the use of these derived or 
seated forms it is the function of art to attend 
flarrowly to the placing of each feature in relation . 
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to the whole, and above all to combine thesi 
features into that harmony through which i 
whole becomes the expression of a single thougirt.a 

g 142. UoBOlithic Stone CoQBtruction in relation to 
arcliitectural Beaut7- 

Let us turn now to consider in the samcj 
manner the natural history of construction in otherB 
building materials and to observe in other c 
nections the same evolution of Architecture out o 
Building, 

Stone offers itself as building materia], not onljsj 
in the form of small blocks, but of huge slabs anAI 
beams which can be so placed as to enclose anij 
cover a space without the use of the arch. TlM 
Dolmens already referred to (i i8) are the mo! 
primitive types of such construction, and 
possess in the very ancient Egyptian buildii^ 
known as the Temple of the Sphinx— perhaps t' 
oldest existing monument of civilized architect!! 
— what appears to be a building of the same tygj 
but regularly and carefully constructed, 
elements of this building (fully described 
illustrated in Perrot's ^gypte ') are upright pilhj 
of granite carefully squared and smoothed, plact 
at regular distances and covered above by r 
slabs of the same material (Fig, 7), The interii 
thus formed may have been used as a funei 
chapel for one of the builders of the Pyramids < 
Ghizeh, and may well have been developed out 4 
httiie Dolmen. One peculiarity of the structure j 
(hat, though much skill and labour have 
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squaring, smoothing and fitting the 

»nes, there are no mouldings and no decorative 

tatures of any Itind, nor any device for breaking 

the masses, and so giving to the eye the 

iatisfaction of measuring proportions. The fact 

all these familiar elements in architectural 




rffect are here conspicuously absent i 

1 by historians of architecture, who fail however 
(ometimes to grasp its significance. The truth is 

lat the Dolmen and the Temple of the Sphinx 
e examples of massive stone construction of the 
hirest type, construction, as we might say, in 
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monoliths, and such construction offers no su^es- 
tion or embyro form which might be worked out 
into these dividing and connecting features which 
are so necessary for architectural composition. 
Contrast the Doric facade (Plate III, p. 60) with 
the constructive scheme of the Temple of the 
Sphinx. The former gives the fluted column- 
shaft tapering up towards the projecting capita!, 
the plain architrave contrasting with the richly- 
membered frieze broken into triglyphs and 
metopes; further the overhanging cornice profiled 
and enriched with its mutules and drops, and 
lastly the projecting string-courses plain or 
moulded, which separate part from part in the 
different stages of the height, and at the same 
time, by carrying the eye along the whole fa5ade, 
give an element of unity to the composition. Yet, 
on the other hand, the Doric temple has also, like 
the Egyptian monument, an air of monolithic 
construction. The columns are not in fact, but in 
appearance, monoliths, the architrave is that of 
Egypt repeated. The whole is exceedingly 
massive, even megalithic in style. Whence come 
the diversifying elements in the Greek facade upO[L 
which so much of its artistic effect depends ? 

g 143. Transference of Timber forms to Stone, the w 
of ancient Architecture. 
The real secret of ancient architecture is onl 
understood when we regard the forms so familii 
in classical stonework as not stone forms at all, 
but as forms transferred to stone from previous 
construction in quite a different material. Wc 
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ne in contact here with one of the fundamental 
iventions of architecture — the transference to one 
terial of forms which really belong to another, 
id their adaptation in their new connection to 
rely artistic purposes. This is undoubtedly a 
ntravention of the principle that architecture is 
anstruction beautified,' for it is a fact that most 
the features and details which make the life of 
>numental buildings are not the logical outcome 
the construction employed, but are conventional 
■ms that have the highest artistic, but no con- 
ructive significance. Whether a massive stone 
'le could ever have developed these features is 
ire than doubtful. The development of such a 
'le, which seemed to have begun in Egypt when 
: Dolmen became the Temple of the Sphinx, 
ue to a sudden standstill, and a change was 
ide, both in Egypt and afterwards in Greece, to 
ftyle that used stone indeed as its material, but 
rrowed all its features from construction in 

lOd. 

g lU. An illostration &oin Ancient EgTpt. 

The following is one illustration of this trans- 
■ence. No feature in a building is of more 
iportance than the projecting cornice which 
ftninates the elevation with marked lines of 
jht-and-shade. Now the Egyptians and the in- 
)it3nts of Asia Minor and Syria possessed 
:ellent building-stone, and knew well from time 
memorial how to hew and to carve it — yet they 
rer developed a cornice out of their stonework, 
\ might have gone on for ever rearing smoo\iL^ 
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or buttressed walls without any such aown- 
ing feature, had it not been for the hints thej- 
derived from far humbler structures. If the reader 
will turn back to page J? he will see a sketch of 
the earliest Egyptian shrine put together of polR 
and wattlework. The shed or arbour thus formed 
is terminated above by what looks like a cor- 
tinuous line or tuft of twigs or brushwood, such as 
in structures of wood, or of mud with timber 




framings like the elementary structure in Fig. 8, 
could be made to serve as a breastwork round the 
flat roof of stamped earth. Now almost all the 
monumental buildings of Egypt are crowned abovt 
with a stone cornice which evidently imitates this 
primitive feature of the slight wooden huts of the 
people. The form is always the following (Fig- 
9) : The hatf-round at the base of the cornice 
represents the upper member of a timber framii 
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: vertical divisions always painted on the hollow 

I the front are reminiscent of the upright lines of 

: original steins of brushwood. Not only was 

e crowning member thus derived transferred to 

tone, but it became universal, and appears not 

■ly in Egypt but among neighbouring peoples, 

that for thousands of years, till the Greek 
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touldings came into fashion, this was practically 

E only artistic finish to a monumental stone struc- 

known in the ancient world.i The material 

^If in the hands even of those mighty stone 

tine that a crowning member, looking like a row of shields 
■Udell at the top, occurs on old Syrian fortresses depicted in 
ciiptions, and was copied in ooe instance by an Egyptian 
building, the pavilion of Medinet Habu. This form probably 
actual shields of wood placed on the top of a wall lor . 
See Periol's £?-^/^t, p. 46?- 
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builders, the Phoenicians, seemed barren of any 
suggestion that could have been taken up and 
developed into an alternative form. 

!J 146. The Columned Style origuuttee in Wood- 
Oonstruction. 

The Egyptian cornice leads us naturally to S 
fact, the significance of which is not always fully 
appreciated. This is that the columned style 
with all its attendant features, as we find them 
in the architecture of the Hellenic temple, i 
really a timber style transferred to stone. 
fact we are all ready to admit, but do we suf.. 
ficiently appreciate the consequent consideratio 
that the mouldings, columns, pilasters, 
capitals, cornices, which to the modern archib 
in stone are the grammatical forms whereby i 
embodies his artistic ideas in current langua 
are conventions, or as some fanatics would s 
' shams,' and had in their origin no relation at i 
to stone construction ? No point connected wi 
the theory of architecture is more important tha 
this, for it upsets in a moment all the easy theories 
about the logic of construction which give 
specious air of simplicity to what is in realtt 
somewhat complicated and difficult 

This columned style which we have now I 
analyse from the point of view of the logic ( 
construction, has prevailed in various modificatJoni 
throughout architectural history. All the ancieni 
peoples of whom the history of architecture takd 
account (with the exception of the brick-buildinj 
Babylonians and Assyrians) were familiar with [I 
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dj_it flourished in Egypt and Phcenicia as well 
in Greece and ancient Italy. Sometimes the 
tual material was stone and sometimes wood, 
t in every case the forms are timber forms and 
Dw that a columned style in wood preceded 
nilar construction in stone. For example the 
dace of Solomon (1 Kings vii. 1-12) was built 
wood in the columned style, and the early 




1 temples were of the same material. In 
pt the colossal stone columns, some of them 
lenty feet in height, are made after the simili- 
tude of slight supports of wood, representations of 
which are numerous in the wall paintings on the 
^wbs, and their shape is that of the papyrus stem 
■bundle of stems crowned with a bud or open 
Bprer as capital. Below they stand always on a 
fbnd disc of stone which was originally the base 
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of a wooden column necessary to preserve it';from 
contact with the damp earth (see Fig. 8). Speci- 
mens of these floral columns are shown in Fig, lo, 
Grecian Doric in some of its forms (mutules, 
drops, etc.) is obviously carpenter's work, and the 
same is true of the dentils of the Ionic cornice. 




A comparison with forms occurring in Persia 
shows that the Ionic architrave is copied from 
three superimposed beams of timber, each pro- 
jecting slightly beyond the one below.' The 
recent exploration of Olympia made it plain 
that the Herjeum, probably the oldest Greek 
Temple of which remains have come down to us, 
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had not only a wooden entablature, but also 
columns of wood, which were replaced from time 
to time by columns of stone, and the last one of 
itich Pausanias actually saw * when he visited the 
lace in the second century AD. Fig. 1 1 shows 
; fa9ade of a rock-cut tomb in Asia Minor, in 
^hich the transference of timber forms to stone is 
t boldly carried out. 

g 146. Characteriatica of Conatniction in Wood. 
The most obvious characteristics of timber con- 
ii struction are f i) the form, and the comparatively 
lai^e size, of the structural elements, and (3) the 
manner of putting the materials together. Up- 
right posts joined together by horizontal beams 
form the simplest scheme of construction, and here 
the different members boldly meeting at right 
angles present strongly marked contrasts in direc- 
tion, as in Fig. 12, where the vertical and 
horizontal pieces are united above by common 
^non-and-mortice joints at A and B. As it is 
Ibt easy to secure rigidity at the joints owing to 
^pe length of the vertical arms which would act 
^B powerful levers to stir the tenons in the mortice- 
holes, it is common to introduce a further member 
either at right angles to the verticals, like the 
s-piece C, or laid diagonally across the corner 
it D, or filling in the comer with a solid 
rangular block like E. These additional pieces 
, in resisting lateral movement and keep all 

F In wood -construction accordingly we may ex- 

' Discripl. Gritciii, v, 16, 1. 
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pect to find long extended lines corresponding VJM 
the shape of planks or beams ; the principal mem-j 
bers of the framework will cross each other j 
right angles, and the corners may be filled in b 




a diagonal member securing lateral rigidity. The I 
ordinary construction of our household furniture 
will serve for illustration. 

g 147. These characteristics appear in the fomu if 

the Greek Temple. 
Now the columned facade of the Greek temple 
(see Plate III) exhibits exactly this same system 
of structure petrified, with certain modifications 
due to an apt sense of the characteristics of the 
substituted material. In actual timber constnic- 
Aion, where long beams are easily to be had and 
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where the material is extremely tough and 
Misting, the supports are placed far apart, and 
joined by lengthy horizontals ; and some 
sarly temple porticoes in Greece, like that of the 

rHeraium at Olympia, preserve this arrangement. 
In employing stone however, the Greeks soon 
came to realize the characteristics of the material, 
and altered the proportions of the parts in the 
direction of far greater massiveness, endeavouring 
thereby to secure that monumental aspect the 
tradition of which civilized architecture had 
inherited from the primeval past. Accordingly, 
in the fully developed Doric style, the columns 

I ftre made extremely sturdy, and are placed so 

I close together that the space between them is 

Ks than twice their lower diameter. The object 

that they shall not only support the weight 

pbove, but proclaim that they are doing so with a 

^superabundance of power, and this is carried so 
far that according to Boetticher all known Doric 
columns are thicker by at least one-fourth than 
was needful for accomplishing the work required.' 
In their form they carry out the same artistic 
intention. The question of the origin of the 
fluting of the shaft is an extremely puzzling one, 
but there is no doubt that its artistic use is to 
emphasise the upright character of the column by 
accentuating through repetition its outline (com- 
pare § 125). The entasis of the column has also 
been much discussed, but it is sufficient for our 
purpose to note that the slight outward swell of 
the tapering lines which bound the shaft (recalling 
' Dii Tehlonik der HiUenen, 2" Aufl., Berlin. 1S74. I. p. to. , 
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perhaps the rounded forms of organized livir^ 
creatures) conveys an impression of the fulnea 
of life and energy highly conducive to the effec 
desired. The thinning of the shaft above hints a 
a fixed limit of height, which no mere cylindc 
would suggest, and when we have arrived at t 
we are prepared for the transition to the upper horft 
zontal members. The square slab or abacus c 
the top of the column, with its projecting s 
is evidently destined to embrace and receive the 
superincumbent weight, but between it and the 
shaft occurs the rounded form of the echinus, 
This is again a fertile theme of controversy, I 
it may be suitably regarded as an example ofj 
diagonal form filling up the corner betwee 
the upright and the horizontal according 
a common construction in woodwork (E, Fig. 
This explanation is borne out by the appear 
ance throughout the building of such transition! 
forms wherever there is a meeting of verticl 
with horizontal planes. The corner is every* 
where occupied by a moulding with curveo 
profile, that may have had constructive signi6- 
cance in woodwork, but has none in stone, and iS- 
used in stone partly as a reminiscence, partly for 
artistic reasons to soften the sharp transition from' 
one plane to another, or from support to weigh 
Above the abacus we find the horizontal beams t 
the architrave. These in strict logic complete t 
scheme of construction, and in the Egyptian portiC 
are followed immediately by the slabs of the cei 
Ling and the cornice. To the Greek eye howew 
^here was a want of due proportion between tb 
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fty and massive supports and the shallow archi- 
ive, and to restore the balance an additional 
I to say, was added, lifting the cornice 
a higher level and forming an entablature 
krespondent to the mass of the supports. This 
itra story is the frieze, in the Doric order formed 
■ triglyphs, or short upright pillars, fluted or 
tfaer grooved in a way that reminds us of the 
lumn-shaft below. These pillars carry the cor- 
:, just as the columns below carry the architrave ; 
intermediate spaces, called metopes, being 
led in with slabs (see Plate III). The curious 
ttns of the regular below the string course, with 
drops' or peg-heads, which obviously orlgi- 
Ited in wood construction, are now employed in 
nnection with the triglyphs, to prepare the eye 
t these before it passes the dividing line between 
chitrave and frieze, and so to prevent the too 
iolute separation of the two divisions of the 
tablature. 

Above the frieze comes the boldly projecting 
■nice reminding us of the eaves of a timber 
The entablature presents however other 
atures of more special interest to our purpose. 
raiese are the moulded string-courses — projecting 
rarips of stonework running the whole length of 
e elevation, marking off the architrave from the 
ieze, the frieze from the cornice, and dividing the 
ter in the direction of its length. The string- 
; may be quite plain, square on section as is 
E band between the architrave and frieze on the 
aric entablature ; or the profile of it may be 
toulded, so that part projects and catcVvc?, ftvt 
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light, part is worked into a hollow the concavi^ 
of which produces a line of shadow. This indi 
pen sable feature in the artistic effect of 
elevation is probably another of the debts tha 
stone architecture owes to wood. It is a ver 
natural carpenter's form, and is developed readil] 
from the use of material that extends to grea 
length in one direction. So easily are raouidin^ 
made out of wood, that miles of them, profiled ii 
every conceivable manner, are issued every wee 
out of the planing-mills for use in interior fittingsB 
The long thin continuous line is not in accordant^ 
with the natural genius of stonework, which e 
presses itself rather in ' bossy ' treatment of singl 
blocks, as in the so-called rustic work. It 1 
however been pointed out by a friendly critic that I 
in stone building fiat bonding-courses of masoniy I 
(or tiling) are of summon occurrence (notably in I 
Roman technique), and these may have been theB 
origin of the moulded string-course. Theoreticalljfa 
this is true, but in architectural chronology thel 
earliest appearance of the feature points stronglw^ 
to the wooden origin here claimed for it, 

g 118. Significance of the foregoing Guts. 
The foregoing will justify, it is believed, the 
view enunciated earlier in this chapter, that 
beauty of architecture is based on construct 
but is by no means in a slavish relation thei 
The forms used by the Doric builders are in s( 
cases mainly constructive, in others mainly artistic, 
or they have equal significance from either point 
[ of view. The classical faqade is a standard 
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cbitects of all time because all the parts have a 
ison and are in an oi^anic relation each to each, 
hey all possess what Boetticher in his Tektonik 
ippily terms a ' work-form ' and an ' art-form,' 
; former consisting in a general shape and body 
■ material adequate fbr the work to be performed ; 
: latter in a studied contour, in details, and in 
nament, which are not only pleasing to the eye 
it are significant of the functions and interdepen- 
nce of the forms so treated. The work-form 
f the column is just so many cubic feet of stone 
, the shape of a support, the art-form comprises 
le increase of mass ; the tapering, entasis, fluting 
^the shaft, by which It becomes so expressive of 
; and the echinus and abacus of the capital 
J which is emphasised the all-important relation 
r the support to tlie weight which res^s above. 

Ii9. tTse of the fomiB thus eBtablished, as Cohtsh- 
tions, in later ArcMtecture, as in Roman and Neo- 
claasic work ; 

The forms thus constituted became standard 
irms in ancient, and later on also in modern, 
rchitecture, and were taken up again and used in 
• connections where they were without con- 
ructive significance, becoming in the process, if 
e like to use the term, doubly and trebly shams, 
his was done even by the Greeks. The free 
anding column whether of stone or wood is an 
teltigible building form doing just what it pre- 
pds to do, but the column embedded in a wall 
5 and becoming a half-column has no con- 
ructive significance (except in so far as vt ma^ 
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strengthen the wall as a buttress) ; yet the Greeks 
themselves did not hesitate to employ it in this 
connection when occasion seemed to require, as on 
the monument known as the Lion Tomb, at 
Cnidus (Fig. 1 3), where the restoration worked 
out by Sir Charles Newton and Mr. Pullan shows 
a Doric facade embedded so to say in the solid 
mass of masonry of the monument' 

Other branches of the Greco-Italian stock 
followed the same fashion, and we find the 
Romans bringing the column and architrave in 
this way into connection, not only with the will, 
but the wall broken by arched openings. The 
colonnade was just as much the normal and uni- 
versal form for the architectural elevation in Italy 
as it was in Greece, .and it was in the columned 
style that the Old Italians constructed theii 
temples, the only public buildings of importance 
in their early cities. As we have already seen, 
the arch was only used by the Romans till the 
Imperial Age on a limited scale and in an en- 
gineering rather than an architectural spirit. They 
had no idea that it could be so treated as to 
constitute by itself an architectural fagade, as it 
was treated by the architects of the Italian Renais- 
sance. An elevation without the essential column 
and architrave was to them hardly possible. Hence 
when constructive reasons compelled the use of 
the arch (as was the case in massive substructures 
supporting the seats of a theatre or amphitheatre, 
where its weight-carrying capacity was desirable), 
it was suffered to make its appearance on the 

'Newton, DUcmcries at Halifjruassiis, Ijind. 1863, II. p. 48oir. 
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ration behind the orthodox scheme of column 
1 architrave, which thus becomes — to our eyes 
t not to those of the ancients — a sort of arti- 




1 screen masking the real construction behind 

4). To spealc of this scheme as if 
|e borrowed from the Greeks as a frontispie 
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i archi- I 
It is as I 



to a piece of native construction, is to ignore 
true place of trabeate construction in the 
lecture of all the Mediterranean peoples. It i; 
much native at Rome as at Athens, and if used 
frontispiece to a mass of masonry in Gi 
might just as naturally be found embedded in a 
wall broken with arched openings at Rome, In a 
somewhat more artificial spirit we find that the^ 
architects of the Re- 
naissance, and of the 
neo-c!assic period in 
more recent times, 
adopted these forms 
of the column, half- 
column, pilaster, base, 
capital, frieze and cor- 
nice, and used them 
with little construc- 
tive significance, 
elements in the archi- 
tectural composition 
at which they wef 
aiming Among t' 




B Florentine palaces of the fifteenth century, in whi( 

■ Renaissance architecture found its earliest com- 

I plete expression, there are some where the effect 

I produced solely by the wall pierced with openinj 

I and suitably based and crowned (see Plate VI) 

I and others where these classical fetaures are in- 

^^^. troduced as artistic aids to composition. The- 

^^^k facade of the Palazzo Rucellai, Florence, by Leon 

^^H Battista Albert!, is a good example fPlate IX). In 

^^^V Wren's work in London, and in that of Adam and 
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.yfair in Edinburgh, such features are frankly 
iployed for dividing and uniting purposes, and 
valuable elements in those fine effects of 
iportion over which these designers had such 
able mastery. Much has been said against the 
: of these forms, but as a rule the critics have 
■n already prejudiced in favour of other styles, 
d have had no eyes for the sober dignity of 
ssical compositions. It need hardly be said 
it those who are specially enamoured of the 
turesque irregularity of medieval buildings are 
t fair judges of a style that depends so largely 
its effect on regularity and repetition, and on a 
nmetrical relation of the wings of a composition 
the centre. Unless we are prepared to sweep 
ay all neo-classic architecture from the fifteenth 
itury downwards (which is a position that only 
ne ultra -medievalists would dream of adopting) 
must admit that a just and tasteful employ- 
nt of conventional forms for artistic purposes, 
hout any too strict dependence upon con- 
jction, is a legitimate branch of the work of 
! modern architect. 

^ 150. and even Id the Gothic Style. 

For this free treatment of architectural forms 

ire is ample justification to be found in the very 

yie which is the special admiration of the purists. 

Gothic architecture these old classical forms are 

still to a great extent employed, but in the main 

as accessories, so that we do not feel that any 

contradiction exists — ^as in Roman work — between 

arched and the trabeate forms. The slender 
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pillars which carry the weight of the vault to the 
ground are moulded into the form of half-columns 
terminating in capitals, while a moulded base, the 
lineal descendant of the classical Ionic base, ii 
variably occurs below the shaft or group of shi 
forming the main pier of the structure. A remb 
iscence of the old days when the Early Christ 
church (out of which the Gothic edifice 
evolved) was a columned structure without 
vaulting, occurs in the moulded capital under tiiffi 
main arch dividing nave from aisles; and columiw 
with bases and capitals, decoratively employed, are 
common features of Gothic buildings, thus serving 
as additional proof how sound was the work done 
by the Greeks in evolving and perfecting these 
standard forms. 

g 151. The Oothic Uoulding as, in part, a. GoaTentionil 
form. 
In the case however of the Moulding, we find a 
form largely conventional used as a very essential 
element of artistic effect, and by no means as an 
accessory. There is indeed no element of effect 
more relied on by the Gothic builders than the 
moulding. It is used, first, for purposes of enrich- 
ment, through the multiplication of parallel lines 
of light- and -shade, as in archivolts, bases, vaulting 
ribs and the like, in the manner explained 
§ 125. It is used, next, to secure long horizont 
lines to contrast with the predominant verticals 
characteristic of the style. In the composition 
a Gothic exterior, the projecting buttresses, 
pinnacles, the window jambs and mullions, st 
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ike sheaves of upright forms incessantly carrying 
i eye from the base to the higher stories. To 
ixpress the unity of the ground plan of the build- 
ing as a connected whole, these upright sheaves 
have to be bound together by corresponding hori- 
ontals, in the form of bases and string-courses. 
; artistic value of these features is inestimable, 
Bt they have only in certain cases a motive in 
instruction. For example, on the exterior eleva- 
)n, the drip or hood-moulding is motived by the 
led of preserving the waU below from the action 
i the rain, and its undercutting, which produces 
1 effective line of shadow, is designed to check 
downward course of the clinging moisture, 
lie projecting cornice is motived in the same 
&nner, but it would be stretching the theory of 
! logical character of Gothic too far to pretend 
find constructive reasons for anything like all 
: mouldings employed in a thirteenth-century 
iifice. The same hood-moulding used in an 
terior, though an excellent finish to an arch, has 
t the same reason for existence as on an exterior, 
^ese features are indeed in many cases to be 
garded in the same light as the columns and 
[asters, being conventional forms handed down 
Dm classical times, and employed as artistic 
ds towards the production of a harmonious 
Dd significant artistic unity. 

1S2. Comparison of the Early Ohriatian Basilica 

with the later Medieval Chuicli 
It may be useful in concluding this chapter 
ice once again at the Gothic chuvc\\ ^s ». " 
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whole, from the point of view which has here been 
maintained. A comparison of it with the parent- 
form of the Early Christian basilica, makes clear 
at once some of the most important truths about 
architecture as an art^truths the most significant 
portion of which is hidden from the votaries rf 
' respect absolu pour le vraL' So far as utility and 
convenience were concerned, a building of the 
form of Sta. Sabina or San Paolo at Rome wajj 
exactly suitable for the needs of a Christian 
congregation assembled for worship, and thoa 
architects and critics who insist that, if thes 
paramount claims be provided for, the design will 
thereby receive all the artistic character it needs^ 
should be satisfied with the simple and practical' 
basilica. But whatever may be the views of thosc^ 
modem architects who are half-ashamed of being, 
artists, it is certain that the early medieval builden, 
themselves were not so easily satisfied, but made 
the basilica the starting-point of an architecture 
development, from which was finally to be evolved 
the costly and complicated structure of 
thirteenth century. It is true that the introduo 
tion of stone -vaulting made a momentous brea 
in the even course of evolution, and the Gothij 
designers deserve all the credit they have ev« 
received for their clear and consistent applicatiod 
of the new constructive forms. In many otbei 
respects however, the great cathedrals only carry 
out with more elaboration those artistic modifica- 
tions of structure which were begun in the time of 
Charles the Great, or at a still earlier period. The 
design of the basilicas of Rome and Ravennk 
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i only one feature of pronounced architectural 
baracter — the great apse in which the interior 
Rminates. For the rest, they are mere buildings. 
?he wails within and without are flat and un- 
■oken, the doors and windows little more than 

)s, the archivolts of the nave arcades plain and 
nmoulded, the different parts of the edifice un- 
Onnected by any relations of proportion. It was 
; work of the early medieval builders to reduce 

; plan to a consistent scheme, and to bind 

ranically part to part ; to make the portals 
gnificant in form and proportion and rich in 
lembering and ornament; to balance constructive 
erticals by horizontal string-courses, and to enrich 
by moulded profiles and reduplication of 
nes and light-and-shade. To all this the artists 
Fthe twelfth and thirteenth centuries went on to 
dd a vastness and complexity of mass and of 
etail of which the earlier builders had never 
reamed, to multiply forms but to control their 
orking through largely-designed guiding lines, 
ad by these to lead the eye easily on from point 
% point, till it should be able to grasp the whole 
lighty complexus as a single ordered work of art. 
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THE CONVENTIONS OF SCULPTURE 

g 1&3. Scnlptnre in the Bound begins with Gealism : 
examples tzom Egypt 

In approaching the subject of sculpture we have 
to remember the distinction already drawn between 
work in the round and sculpture in the different 
forms of relief. The latter, as we have seen, is 
not purely plastic, but partakes somewhat of the 
nature of the graphic art, and obeys conventions 
of its own that will be noticed in their plac& 
For the moment it is only with the former that 
we are concerned. 

Sculpture in the round is, in its inception, the 
most imitative of the arts of form. A plastic work 
represents the solid thing as solid. It does not 
imitate form, it is form, and proves itself such by 
the test of touch as well as by the eye. It is not 
wonderful therefore that, in the earlier stages of 
the development of the art, imitation of a crude 
and direct kind was the prevailing characteristic 
Owing to his use ol a.\\ v'cie dvcaensions of spacQ 
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!he sculptor is in certain respects always bound to 
follow nature closely, and at first he was pressed 
carry that imitation to the furthest possible 
Bmit, Nor was his task a difficult one. His art 
I at first comparatively easy, far easier than the 
Mster art of painting, and he was able to attain 
xtraordinary success in imitative work at a very 
irly period in artistic history. How great was 
[his success we see when we turn to the earliest 
important works of sculpture known to us, the 
©mmemorative statues of the Egyptian dead of 
Ihe Old Empire. These have come down to us 
considerable numbers from the age of the 
Pyramids, and are mostly preserved in the 
m of Ghizeh, near Cairo, though some fine 
ixamples are enshrined in the Louvre. The 
British Museum is not so fortunate. 

These figures were connected in their origin 
prith Egyptian beliefs about immortality, and were 
iesigned to preserve to all time the outward 
Hneaments of the departed, who, even if his em- 
elmed body decayed or were destroyed, would 
till live on in his effigy. With this purpose the 
work had to be made as life-like as possible, and 
he Egyptian artists carried out their task with a 
kkill little short of marvellous, Not only were 
ftiere statues of the deceased person himself — who 
vas always one of the upper class, for only great 
people had separate tombs and statues — but also 
of his retainers, who surrounded him in the tomb 
liamber in effigy as they had attended him in life 
, statue of this kind meets us in the Egyptian 
gallery on the first floor at the Louvre (Plate X). 
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It is that of a scribe who squats tailor-fashion, 
with scroll and stylus on his knee, and raises Wi; 
head attentive for the words which his lord or h.' 
fellow-officer is ready to dictate to him. It is m 
a statue, it is the man. Intelligence beams in tht 
countenance. A character can be read in i 
alert but shrewd and cautious aspect. He is c 
who knows his value, but is mindful first of h 
place and office, and is all upon his business, 
shake hands across the millenniums with this e 
tially human personage, a man such as we kno 
and respect to-day, and he is so living before ! 
that we half expect to see him lower his head f 
inscribe on his tablets some record of farm produc 
or item of the household accounts of a chamberlall 
of Pepi or of Teta. If a look of life were all th^ 
is desired in the plastic representation, the Egyp" 
tians had mastered the sculptor's art. As a matta 
of fact however, it was only when the limits of tl 
raw imitation were reached that the real problcB 
of the art presented itself When sculpture ( 
to a knowledge of itself this easy achievement ) 
its early prime no longer satisfied. Such praise | 
crudely exact imitation can readily secure from t'^ 
vulgar was discarded. A more or less artifici 
standard constituted by a refined Ksthetical feelin 
was set up, and certain CONVENTIONS OF SCUL* 
TURE were elevated into an unwritten law of ti 
plastic art 

§ 154. The Greeks establislied Oonventioi^ of the Ar** 

The study of these conventions forms tl»-^ 
subject of the pteaent cha.9ter. In attemptinj 
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J formulate them reliance must be placed chiefly, 

iiough not entirely, on Hellenic practice, for 

: work of the Greeks occupies in relation 

sculpture as a whole a unique position 

of supremacy. In no one of the other arts of 

do we possess so universally recognized a 

tandard. Architecture culminated at two distinct 

leriods, in two buildings markedly different in tech- 
nical and aesthetic qualities, the Hellenic Temple 
■nd the Cathedral of the thirteenth century. Pain- 
ting has had its two heroic ages — the sixteenth 
century in Italy and the seventeenth century in 
Spain and the Netherlands. Hence there are 
naturally partisans on the one side and on the 
other, of classical or Gothic architecture, of Raphael 
or of Rembrandt, and these have at different epochs 
drawn the artistic public into opposing camps. In 
the use of sculpture the consensus of opinion which 

jives the Greeks their position of supremacy has 
fceen practically unbroken, and in consequence dis- 
cussions on sculpture tend to revolve round Hel- 
lenic procedure. 

§ 155. The value of Greek Standards for modem 
practice. 

It is one thing to recognize the value of the 
standard thus obtained, but it is quite another 
thing to attempt to derive therefrom any rigid 
code of rules for the art. Neither the practice 
nor the criticism of sculpture is so easy a matter. 
The art has its Italian and its modem periods, as 
well as its classical period, and in both of these it 
has betrayed fresh aspirations which have at times 
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carried it far beyond the traditions of the antique^ 
The truth is that in sculpture, as in the other arts, 
obedience to the letter is death. Art lives because 
the genius of changing ages or of individuals is for 
ever vitalizing tradition, and introducing new prin- 
ciples of growth. The secret of success in art is 
so to blend the old and the new as to obtain the 
full value of both indispensable elements. Upon 
Greek practice has been established the general 
body of those conventions of sculpture on which 
the tradition of the art is based. In so far as 
such conventions follow from the essential prin- 
ciples of the art itself, they are of universal validity; 
in so far as they represent the particular Hellenic 
reading of those principles they are only of validi^ 
because, as a fact, they led to the most accorD- 
plished practice of the art which the world hai 
seen. To deviate from them may be perilous 
but to deviate and yet succeed is the prert^^tiw: 
of genius. 

In dealing then with the subject before us tbt' 
following caution will be necessary. It is tlrt 
main object of this chapter to formulate the prin- 
ciples of sculpture as they can be deduced from 
the nature of the art itself, and from the practice] 
of the Greek masters so far as they expressed 
themselves in freedom. But at the same timc^ 
let us remember that, just because the Greeks ai^ 
recognized as our examples, we must be sure thai 
what we adduce as exemplary is really Greek, In 
other words, let us acknowledge that we comQ 
across from time to time certain elements in Greek 
practice which do not represent the free chotcf 
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the artist, but are due rather to special religious 
social conditions, or had remained as survivals 
Om more primitive epochs of the art. The most 
iportant of these elements is, perhaps, the use of 
ilour, the character and extent of which we have 
ready sufficiently discussed. Finally, we should 
fce into account those modifications in sculptur- 
qiie practice which naturally and legitimately 
Uow from the changed conditions under which 
|b art has been, and will be, practised in the 
edem world. 

§ 156. The primary Oonventions of monumental 
Sculpture. 
. We have already glanced at sculpture as the 
Fpression in a permanent form of those feelings 
hich find their first spontaneous outcome in the 
Btival. The art has indeed come before us 
jder three aspects; first, as decorative, in its 
nction of supplying permanent adornment of a 
^ificant kind to the festal structure ; next, as 
irpetuating in a lasting and concentrated shape 
le beautiful and expressive movements of the 
iman figure in the dance ; thirdly, as embodying 
I plastic form the popular conceptions of the 
a ties and other personages who peopled the 
iellenic world. In fulfilling these functions 
Jilpture is not merely representative, but com- 
nnorative. It imitates nature, but imitates 
Bt only to perpetuate but to exalt its subject. 
Ihis character belonged to all the more important 
forks of plastic art in the ancient world, and upon 
i depend many of their most striking qua.lvl\ea^ 
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Certain characteristics, following from the very 
nature of the art, must necessarily belong to 
plastic works in the round, but these characteristics 
are heightened when the work has a monumental 
intent. Thus, the mere fact that sculpture in the 
round is the representation of material objects in 
all their three dimensions, carries with it the con- 
sequence that every part must be clearly shown 
and be as accessible to the touch as to the sight, 
and from this material necessity it follows as a 
kind of primary canon of the art that only thou 
objects can be suitably represented in sculpture which 
have a certain intrinsic interest and importance. 
There would be something irrational in an artist 
spending his skill in the display, and in a sense 
the exaltation, of what is not worth showing. 
The painter may charm us with the mere sugges- 
tion of objects under a veil of colour or in some 
poetic effect of light, and in such a case the objects 
in themselves matter nothing, but the sculptor has 
very little of this magic at his command. He can, 
as we shall see, when working in relief, compass 
something of the effect of suggestion by a studi 
indefiniteness of modelling, but when working in 
the round he has not got to suggest but to si, 
and the qualities which make his subject tcsth) 
cally attractive must be of an intrinsic and not 
accidental kind. It is true that at different e| 
both in ancient and modern times, a freer or 
severe view has been taken of the range of subji 
suited for plastic treatment, but this range 
always been greatly circumscribed when compared 
k/or example with that open to the painter, and 
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-er really included more than the human form 
md that of some of the higher animals, with in- 
tnimate objects introduced merely as subordinate 
Kcessories. To put it briefly, the subjects of 
iculpture in the round have always possessed one 
least of the two characteristics ascribed by 
cero to the Beautiful, 'Dignity' or ' Grace.' ^ 
In the case of Greek work, which was in the 
Dain of a monumental or commemorative kind, 
he prevailing quality was ' Dignitas,' though this 
i&d not exclude the complementary quality of 
^Venustas ' or grace, related to the other, so Cicero 
tells us, as the feminine to the masculine. Now 
Uie Dignitas of Greek sculpture depended in the 
lain on the three closely related qualities of im- 
posing mass, inherent nobility of subject, and 
Itudied beauty in form and composition. These 
! qualities however, not merely following as 
ionsequences from the very nature of sculpture in 
toe round, but conditioned by the whole attitude 
" the Greeks towards art, and by the place that 
iculpture occupied in the Hellenic world. A pre- 
eeding chapter has dealt with the subject of the 
lature and the constitution of the themes of Greek 
ailpture, and it need only be said here in brief 
bat the Greeks followed out to its extremest con- 
t the canon of their art above noticed, and 
isacted not only a certain but the utmost interest 
lild importance in their subjects, and enhanced by 
Wery possible artifice the impression of Dignity 
iSmd Grace produced by their works. Wherever 
pi later times the antique has been known it has 
'Zi* q^ciis, i. c. 36. g 
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been studied as the source and inspiration of these 
qualities, and though there have been schools of 
sculpture, as in the France of the twelfth and 
thirteenth centuries, that have developed in com- 
parative, though never in complete, independence 
of the antique, their best works, however exquisite 
in design and feeling, are never carried so far in 
the directions indicated as the masterpieces of the 
Hellenic chisel. 

.^ 157. Treatment in monumental work as inflnenced 
br Material and Scale. 

To resume then. Palpable grandeur of mass, 
inherent dignity in subject, and loveliness of con- 
tour are the three essentials for sculpture as 
understood by the Greeks, and these really follow 
as corollaries from the original axiom, that the 
themes of an art which represents everythii^ 
clearly and in a position of distinction, should 
have interest and importance in themselves. Let 
us now go on to consider how these require- 
ments are met by the sculpturesque handling of 
material. 

The question of actual size leads naturally to a 
consideration of materials and technical processes, 
foreign to the purpose of this chapter. It may be 
said briefly that there is practically no limit to the 
dimensions of a figure in ordinary stone, for this 
may be hewn by a Deinocrates out of a vast 
mountain, or be cut in the face of a cliff like thfi 
figures of Ramses at Abou Stmbul. Flawless 
blocks of fine marble, on the other hand, can only 
be obtained of Umited site, and this is markedly 
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the case with the finest of all statuary marbles, 
the so-called ' Lychnites ' from Paros. The block 
from which the Hermes by Praxiteles was hewn, 
measuring about 8 ft. by $ ft. by 3 ft., was of 
exceptional dimensions.' The Venus of Mile in 
the Louvre is in two pieces, but a join in a marble 
statue is as far as possible to be avoided. It is 
probable that the David of Michelangelo is as 
large as any single figure wrought in fine marble 
by the ancients. Where bronze is the material 
employed, very large castings are technically diffi- 
cult, and the lower half of the great figure of 
Germania, cast some years ago in Munich, was 
claimed to be the largest known single casting in 
the world. On the other hand, if cast in separate 
sections, like the famous Colossus of Rhodes, a 
gigantic work might conceivably be built up in 
bronze. In ancient times colossal figures were 
often constructed of timber with an external 
coating of metal plates beaten into the desired 
form, or inlays of ivory ; or again, the beaten 
metal plates were riveted together without any 
wooden framework, and this process has again 
aecently been adopted in the case of Bartholdi's 
bige figure of Liberty for New York. 
p Whatever be the process of execution, it is clear 
that sculpturesque treatment will vary with the size 
as it will vary with the position and monumental 
character of the work. It is a physical necessity 
I that a large figure must always in part be remote 

L ^I^psiiii,Giiech\3cheMaimoisladKn,in^6iatu/IuiigeHder Berliner 
!, 1890. The writer accepts the old derivation of Lychnile 
Id Xix"!!! a lamp, the mater'ml being quarried undei^o\iLi\&. 
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from the eye : as a work of this kind is made ft 
public show, and can only be effectively seen a 
whole from a certain distance, it will demand f 
its proper effect a lofty pedestal which gives it dog 
prominence and value, but removes it still furtb 
from the spectator. As a consequence of this I 
will often happen that some change is demandt 
in the normal proportion of the parts, and t 
learn from Vasari that Donatello made a spec 
study of this point, which would naturally preset 
itself in connection with the then new study 6 
perspective.^ It is remarked by Eastlake 
the ' Nod ' of the Olympian Zeus of Pheidias a 
intended to bring the face more into the dira 
line of the spectator's sight* Plato in 
Sophist refers to the practice of the sculptors <j 
his time in altering the proportions of figures 1 
any magnitude, lest 'if the true proportions wefif^ 
given the upper part which is further off would 
appear to be out of proportion in comparison with 
the lower which is nearer.'* 

These modifications in treatment include also 
( I ) composition in an architectural spirit, ( 2} omission 
of needless details, (3) simplification of masses. In 
composing a group for distant effect, the statuary 
must think first of all of his masses without 
troubling himself about the subject represented by 
each. In so doing he will be treating his work 
like an architect, and will be concerned first vrith 



' Optrc, I. p. 1 50, Inlrodusiant, dtlla Scultura, c. 1. 
^ Cantribaliiitis la the Literatart of tht Fitit Arts, Lonilan, 1848, 
tP- 77- 
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[uestions of proportion and balance, rather than 
ith suitableness of action or truth to nature. 
further, when a work has this architectural 
laracter and is meant to be seen all round, it 
lould retain a certain similarity of aspect from 
all sides, and this necessitates symmetry in com- 
position. Whatever be the shape of the figure or 
group, absolute stability is essential, and this 
question of stability, always of importance in 
igures or groups, is largely one of 
laterial. With a material like marble, both 
specifically heavy and brittle, great care has to 
be taken to provide sufficient support below for 
the superstructure, A single standing figure in 
the nude, or a man on horseback, will have the 
whole weight of the torso, or of the body of the 
steed with its rider, upborne on supports which in 
their weakest point only contain the material of a 
of slender ankles or a horse's four pastern- 
lints. This is not enough to ensure the safety 
if a marble figure in course of removal, or even 
inder wind pressure in an exposed situation. 
ence all sorts of devices are adopted to 
strengthen the lower portion of such figures by 
introducing accessories like stumps of trees or 
falling drapery, boxes of scrolls, little attendant 
cupids, animals and the like. The choice of such 
accessories gives opportunity for the exercise of 
taste and leads sometimes to the addition of 
significant motives, such as the dolphin which 
curls up its tail by the side of the sea-born Venus 
(de' Medici) at Florence. But they tend neces- 
sarily to complicate the forms with which they are 
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associated, and militate against the simplificatkn 
of masses just spoken of.' 

When however the material is bronze, or even 
wood, the case is very different. The strength of 
the latter in resisting fracture across the grain a 
far greater in proportion to its weight than that 
of marble, while in the case of bronze the material 
is not used solid, but hollow, so that it is possible 
to cast the superstructure— the body of horse or 
man— very thin, while the use of more material 
in the supports gives them the solidity required. 
Bronze used in the way just indicated represents 
in truth the actual material of the living body, the 
large masses of which in the trunk are mo 
less hollow, while in the slender supports are con- 
centrated all the strength and toughness of boK 
and ligament and sinew. 

From these considerations it follows that for 
the monumental works under consideration, by bt 
the most suitable material is bronze, which was in 
fact the normal, though not the exclusive, materia 
of the Greek statuary for works in the open s 

The use of bronze leads at once to certdll' 
peculiarities of treatment always finely observed 
by the ancients. The dark hue of this, whap 
oxidized by exposure to the air, precludes 00. 

' In cases where a bronze ariginnl has afterwards been cofued IC 
marble, as was often the case in ancient times, supports have b 
added to counteract the more brittle nature of the stone; as 
instance the support under the aim of the Apoxyomenos (sthlMl 
using the strigil) in the Vatican (see Flue XIII). 

^The Nike of Feeoiuoi at Olympia, and the Nilcf bom S 
Ihrace in the Louvre, are striking examples of a bold compo 
t m marble when the subjett wcniW l\ave suggested bcome. 
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effect of internal detail, while it makes the outline 
tell out in silhouette with startling distinctness. 
If at a distance the forms so seen are to proclaim 
their story clearly, it is of immense advantage to 
get rid of any needless accessory and to disem- 
barrass them as much as possible ; every line can 
thus be made to tell, when such only are intro- 
duced which have actual relation to the organized 
structure. The composition of such a work 
demands the highest efforts of the statuary's skill, 
and a consummate knowledge of the essentials 
rather than the ornamental accessories of his craft 
Clearness, gained by simplification, is the first 
essential, and unless this be secured it is of but 
little avail to insist on searching imitation of 
nature, or richness of interior markings. Nature, 
it is true, supplies the main organic structure and 
the action, and these are to be rendered with the 
utmost distinctness and force ; but unless the fine 
composition give to the whole, at the first glance, 
an artistic significance, the most praiseworthy 
efforts after truth are only thrown away. 

An excellent opportunity for the study of this 
point of sculpturesque treatment is to be found at 
Berlin, where aloft on the four corners of the old 
museum in the Konigsplatz there stand four large 
groups in bronze. Two are reproductions in 
bronze of the famous horse tamers or 'Castor 
and Pollux ' from the Quirinal at Rome (the 
originals are of dark marble), and two are bronze 
equestrian groups by excellent German sculptors 
of the last generation. The contrast in effect is 
lost marked. The antique groups teU out mX.Vv- 
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perfect clearness against the sky from any pant 
of a pretty wide circuit, and the contours arc botk 
beautiful and intelligible, while the modern worli^' 
though good examples of their time and school, 
are confused masses in which the eye can dis- 
tinguish neither action nor composition. It 
unfortunate that no great classical monument 
bronze has come down to us from the finest 
period of the art, but the Renaissance produced, 
in Verrocchio's equestrian statue to Cotlconi it 
Venice, an unsurpassable masterpiece of the 
monumental style we are here considering. 

This statue (Plate XI) honours BartoloriniM 
Colleoni, lord of Bergamo, the cap tain -general of 
the forces of the Venetian republic, and seems to 
represent hiro advancing at the head of his men- 
at-arms, while watching in vigilance for the 
moment when he shall give the signal to charge 
The pedestal, so important an element in the 
monumental effect of statuary, is justly pro 
portioned to the effigy, which is placed upon it so 
far to the front that there is a sense of forwi 
movement without any hint of insecurity. 
and horse are as one ; the embodiment of 
sistible force held severely in reserve. The hors^' 
the noblest representative of his own ponderot*^ 
type in art, was studied by Diirer for his KoigJ** 
and Death, and the suggestion of the measure*^ 
earth-shaking tread of the creature is not le^^ 
impressive than the gaze of the impassioned rid<^ 
as he glares from under the shadow of his hd^H 

K' In dose fight a champion grim, ^^^ 

In camps a leader sa^e,' ^^^^^^| 
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Ee reveals his personality at a flash to the same 
lance that has taken in as a whole the clear and 
satisfying composition, The work illustrates 

Krulpturesque treatment in detail as finely as it 
oes the quality of general elTectiveness, but it is 
ith this alone that we are for the moment con- 
cerned. 



158. CouTentions of Treatment in works designed for 
nearer view : the handling of Bronse and Marble. 



The austere feeling of simple and massive com- 
positions of this kind was carried by the Greeks 
^rough all their works in the round, which are 
fdways architecturally disposed and rendered with 
3iat breadth which in artistic treatment makes for 
[reatness. Nevertheless there are points of treat- 
lent of a more intimate kind that apply rather to 
'orks intended for a closer view in interiors than 
\o the out-of-door monument. We will continue 
3lis study of the main conventions of sculpture 
Hrith especial reference to these. Here again there 
ire conventions depending on the varying colour 
fnd texture of materials. Bronze and marble, the 
'o standard materials for sculpture, differ as to 
jiese in the most marked manner. The one is 
lark and opaque, the other light-coloured and 
transparent. On the former, delicate transi- 
ions of light-and-shade make no show, on the 
itter they may be exceedingly subtle and yet 
ally effective, while the light penetrating slightly 
be transparent texture of the stone gives a 
:autiful look of softness to the delicately 
iDnded surface. Hence there are distinct styles 
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of modelling suited for bronze and for marblEi 
and the difference is as a rule noticeable in good 
Greek work though it is not always observed bj 
moderns. The fact is that in modem times the 
statuary makes in every case a full-sized modd 
of his complete work in clay, which is afterwardi 
transferred by further processes into the pernii> 
nent material. Whether this is destined to [ 
bronze or marble, the modelling is actually c 
in the clay, so that it requires special consider* 
tion to secure a quality in it suitable either ( 
the one or for the other. Ancient practice seef 
to have dispensed with the full-size clay model, » 
that after the main lines of the work had beat 
well studied in a model on a small scale, 
attack would be opened directly on the marbla 
Or if bronze was to be the material, a ve 
common method of procedure was to build up t 
core of the work nearly to the full size in (ire-claj 
and then to finish it with a skin of wax, whid 
received all the surface details, and was probabt 
something of the same hue as the metal that wa 
ultimately to take its place. To this wax a styll 
of finish was applied suitable for bronze, while U 
the other case the marble, as it was worked inU 
shape, naturally acquired under the chisel D 
appropriate texture. Hence these differences c 
treatment in relation to materia! naturally bull 
more largely in ancient practice than in moden 
and should always be looked for and studied, not 
being taken of the fact that bronze originals haw 
:en come down to us only in marble copies, J 
at we find mdicatiotvs of bronze treatmenl 
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Uiough the material may actually be marble. 
Forms in marble are fuller, more delicately 
pounded, and blend more subtly together than 
n bronze, where we find instead a certain spare- 
less and angularity. Further, as detail shows less 
tlearly in the dark material, projections are 
imphasised and corners sharpened to give clear- 
pess to shadows. The line of the brow is sharp 
bronze ; the locks of hair are more distinct ; 
e mass of hair over the forehead undercut to 
in shadow. 

g 159. The Rendering of NKtoral Forob ; 
There follow to be noticed the methods or con- 
ventions adopted by the Greeks in the treatment 
^ the subjects selected for sculpturesque rendering. 
Treatment ' implies something ' treated,' and this 
s supplied to the sculptor by nature ; the Greeks 
however never accepted anything from nature 
Vithout in each case, by one and the same act, 
bringing it into relation with a scheme of artistic 
handling. Nature as such was not to the Greek 
sculptor an object of regard; but neither, on the 
other hand, was mere art, when out of relation to 
nature. No sculptor of sensibility can be in- 
different to the freshness, the variety, the never- 
exhausted interest of the forms of nature, or fail to 
make an effort to transfer a part at any rate of the 
charm to his work. Hence we hardly know which 
to wonder at most in the Parthenon Marbles, their 
truth to nature or their superb artistic style. The 
broad treatment so apparent in the best works of 
the Greeks did not exclude the UveUest mX.cteA vci 
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nature, for we saw (§g f 1 6 f.) that true artistic 
breadth results, not from emptiness, but from the 
subduing and harmonizing of strong and telling 
elements. To understand Greek treatment ill 
sculpture it will be necessary to consider for I 
moment what were these elements which nature ill 
this way supplied. 

In man and in the higher animals, the sculpta 
found, in the first place, organic forms endoweJ 
with functional activity and of exquisite and vary^ 
ing beauty of mass and contour, with the additiot 
in the human countenance of emotional expres- 
sion ; and, next, in the one case clothing, and in 
the other fur or plumage, with the addition in botii 
cases of trappings and ornaments. His opp(* 
tunities for the study of the human figure botit 
nude and draped we have already noted (^ 26 t) 
and have only to add that he was content to tala 
nature broadly speaking as he found it, represent 
ing the figure nude or draped as it appeared nm' 
or draped in real life, and taking thence al9 
the cut and set of clothes. Thus the youthAl 
athlete, or the god or hero of like age and personi 
habits, appears naked, the older man, or the mol 
dignified god, draped in full robes. The femij 
figure was draped in scenes of human life or c 
Olympus, except when the bath gave occasion f 
the laying aside of robes, or when Aphrodite I 
shown as the ocean-born goddess. Further, tU 
fashion of the vestments is copied from natufl 
Vase-paintings and pictures at HerculaneuB 
k Pompeii and Rome show a dress similar to thi 
^exhibited in scuX^tute, awA \V«e is no reason 1 
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litppose that the painters were in league with the 
Catuaries to represent some artificial or conven- 
Sonal substitute for the dress really worn. Though 
here are considerable varieties in this dress, due 
kot so much to its form as to diverse methods of 
vearing it, yet its essential character, in which ft 
Mfiers from modern costume, remains the same, 
knd depends on the fact that it was made up 
rithout any cutting or sewing, simply by the 
biding and arrangement of a rectangular piece of 
3oth. 

V How did the human form present itself to the 
&reek sculptor ? A bony framework consisting in 
ftie main of three hollow boxes or walled cavities, 
he skull, the thorax and the pelvis, joined by the 
lexible spine and giving attachment to the freely 
noving limbs, is covered with bundles of mus- 
clar fibres, acting dynamically in flexing and 
jdttending the spine or the extremities, but pre- 
lenting themselves to the eye as more or less 
nOunded cushions covering the angles of the 
ikeleton, and in flatter masses clothing the trunk 
bid limbs and joining with elastic tissue one rigid 
part to another. Every movement of the skeleton 
Is due to the activity of some of these bundles of 
Sbres exerting their pull by an act of contraction, 
irhich thickens them in the middle by so much as 
Bieir extremities or attachments are drawn nearer 
ti^ether. At these extremities the soft fibres run 
ti^ether and are contracted and hardened into 
iinews or tendons, lengthened sometimes, as in the 
front of the forearm, into cords which appear ' 
tense beneath (he skin when the muscXe \s \tv 
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action. Clothing these muscular masses, and fill- 
ing in to a great extent the divisions between the 
bundles of fibres composing them, is the softa 
fatty structure or adipose tissue, while the super 
ficial veins, branching in a network over the 
surface, swell or fall according to the pressure 
them of the blood. The hair on head or chin 
of shifting and uncertain texture, and of tone and 
tint more or less distinct from the skin. 

And what were the elements offered for artistic 
treatment by Greek drapery ? Folds— ^sharp, 
numerous and gracefully angular in thin material^ 
broad and rounded in those of thicker textuR 
— with certain special features such as girdle^ 
borders, buttons and clasps, 

§ IBO. and their artistic han tiling, as illustrated in 
the Pait^enon Fragments. 

To the subject of the Conventions of Sculpture 
belong various points in the artistic treatment 
these forms, that are eminently characteristic 
the work of the Greeks. They seem to have 
sought for contrasted elements in the materiab 
thus offered by nature, in order that by playing 
one off against the other they might compass 
higher beauty. These contrasted elements they 
found, first, in the forms of finely-folded drapeiy 
or crisply-curled and wavy locks, as against the 
rich, full masses of the nude (see § 1 26). 

Next, in drapery itself, the thin under-tunic 
contrasted with the outer robe of heavier materia 
and plainer convolutions, and finally in the treat- 
ment of the ftesVv \\.se\t, a. ?^x Vvaidet matter, 
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iflicient use is made of the finer local markings 

rhich give animation to the surface in contrast to 

le main structural features of the form. Now it 

janay seem a comparatively simple matter for a 

;illed statuary to represent so familiar and acces- 

ible a natural object as the human body, with 

general truth and with a specific accuracy in 

Ibtails that avoids at the same time any over- 

linuteness tending to a sacrifice of breadth. Yet 

little comparison of the Parthenon Marbles with 

Ither works of Greek sculpture open for study will 

low how extraordinarily rare, at any rate in 

ctant work, is that combination of massive breadth 

ith extreme sensitiveness and play of surface 

txhibited in the nudes of the Parthenon. 

The Hermes of Praxiteles is useful for com- 
parison. It is not, like so many extant antiques, 
Mmly a copy from a lost original, but is a genuine 
[first-hand work of one of the greatest Attic 
miasters — though probably a work of his youth — 
Knd it dates about eighty years after the Parthenon. 
ITie head of Hermes is of the highest beauty, and 
br reasons to be afterwards given, represents an 
idvance upon the heads of the earlier period, but 
Sie form itself, though perfect in pose and general 
Eontour, misses altogether the quality of surface 
best expressed by the word ' sensitiveness.' The 
Impression given is rather that of a single sub- 
Itance of even texture under the skin than of 
nbstances so varied as rigid bone, firm but 
llastic cartilage, hardened or cord-like sinew 
^sing off into bundles of fleshy fibres, soft 
Uling in of adipose tissue, swelling a.nd ^sKv\s\^ 
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veins. Examine from this point of view the left 
shoulder and side of the Theseus (see Frontift' 
piece), and note the distinctness and individually 
of the forms of the muscular masses, as, f 
example, the deltoid muscle covering the should! 
and the pectoral, with their stark angularity st| 
gestive of active force ; the flatness and sparein 
over the ribs where bone and cartilage lie clo| 
under the skin ; the clear indication of the lob 
of the serratus magnus muscle, which yet I 
each its own particular shape and direction, : 
the marked transition from these firmer • 
distincter forms to the soft abdominal 
below. Then compare all this with the uncban^ 
teristic round cushion over the shoulder of t 
Hermes, the dough-like puffiness, and the gene) 
monotony of treatment over all the parts indicati 
Or notice in the Ilyssus, how well the carver h 
grasped the difference between the comparative 
rigid bony boxes of the thorax and the pelvis 
^^^^H themselves always remaining the same but ch: 
^^^^H tng their relative position through the flexure of ll 
^^^^V spine^and the elastic abdominal parts conin 
^^^^ them, which are pulled out of their normal positi( 
I as the body turns. The muscular mass coveri 

B the left shoulder of the Poseidon torso is ma 

■ nificent in its weight and breadth, and may 1 

m compared with the corresponding part on I' 

K more spare and athletic Theseus. In the hum 

H body the muscular fibres of the deltoid muscle a 

H divided up into different bundles or fleshy lobt 

^^■l^^^and these divisions of the general mass are in 
^^^^^^biarbie most teUm^Xy c.\iMacXMvi.cd, white 
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whole is fused into one broad general impression. 
In the head of the horse of Selene (Plate XII) 
remark the masterly treatment of sensitive fleshy- 
parts about the nostril, quivering with life as the 
swell and fall with the rush and ebb of 
Uood, in comparison with the flatness of the bony 
cheek, the rigidity and angular edge of which are 
accentuated for contrast. 

Passing from the treatment of the nude to that 
of drapery, we are struck with the same incom- 
parable truthfulness of rendering both in general 

irms and in details, combined with a tact in 
position that never fails to secure the utmost 

>ssible artistic effect out of the given elements. 
The broadest aspect of drapery is that in which it 
serves to explain or emphasise action and assist 
the general expression of a figure. Thus, in large 
folds, suggesting a thick material and falling 
heavily about a form, it carries with it dignity, 
while, fluttering lightly around or above the person, 
it lends it grace and animation. Movement is 
shown by the parting skirt that reveals the knee 
or side, and by the mantle streaming in the wind. 
Drapery is also deftly turned to account in com- 
position when forms have to be united by guiding 
tines. With a little ingenuity, folds of drapery 
can be made to look natural almost anywhere that 
they are wanted, and they may serve for support, 
as in the marble Nikd of Pieonios, found at 
Oiympia, or else to enclose, and hence simplify, 
broken masses so as to keep the eye from straying. 
We may further consider its use as an element in 
ttiat contrast of richness with simplicity already 
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referred to. The group known as the Fates 
from the Eastern Pediment of the Parthenon, 
especially the reclining figure nearest the angle, is 
in this respect ' classical.' To show how inti- 
mately in touch with nature were these Greek 
sculptors, it may be noticed that in the various 
draped female figures extant from the two pedi- 
ments, there are all sorts of variety in the fashion 
of wearing clothes which the observant student 
will quickly recognize. In the reclining figure 
robe is of thin material reaching to the feet 
buckled down the arm so as to make a sleeve, 
is girdled in at the waist with a round cord, 
as it is slightly pulled up through the zone 
doubled part falls over this again. The clasp whtdi 
fastened the robe on the shoulder is however uii' 
done. Here again it would seem a simple mattet 
enough to compose and copy folds of drapery, but 
no sculptor has ever made these so beautiful as on 
the torso of this figure. As a whole the crisp folds 
are intended to enhance by contrast the rounded- 
masses of the mature womanly form, such as 
right shoulder and largely moulded bosom, with 
right knee of the supporting figure, which in thi 
turn by their simple dignity of mass make m( 
winningly exquisite the play of the delicate cui 
losing and finding themselves again over the 
face of the drapery. In pure delight to the 
in composition of line, this group is unrivalled 
art. The effect of the heavier mantle folded 
the lower limbs is also finely studied, especially 
its contrast with the thinner tissue of the un< 
robe, while if the st\ideT\t -will take the pains to 
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round to the back of the figure — never destined to 
be seen when once it had left the master's work- 
shop — he will find in the portion of drapery falling 
)m the shin, and even that which lies over the 
itly cut rock whereon the form reposes, a most 
Asterly treatment of lines well worthy of admira- 
m. 

With regard now to the treatment of the hair, 
le headless condition of the Parthenon figures 
recludes any study from these of this particular 
etail, but we know enough to be sure that it was 
(uietly treated, as was the case in all the works of 
lie great period. The use of it corresponds as a 
ale to that made of the thin folds of drapery, and 
Is contrast with the form is well exemplified in 
te lovely waving locks over the forehead of the 
)emeter from Cnidus in the British Museum, as 
fell as in the Venus of Milo, where a tress falls 
rith masterly effect between the smooth large 
boulders of the noble creature. In the case of 
; mane or fell of the horse and the lion, it is 
Irteworthy how restrained is the treatment in the 
best period of Greek art. In the pediment 
EUlptures, the mane of the horses of the Sun and 
r Selene, as well as that of the chariot horses of 
ithene (known only through Carrey's drawing) is 
>rely indicated, and the same treatment occurs 
Iroughout the frieze. There is only one really 
Ourishing tail among all the Centaurs of the 
letopes, and this is the one which is being 
hisked in triumph in metope No. 28. One of 
|e noblest lion's manes in classical art is that 
iach, severely conventionalized, clusters, va 
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short heavy locks round the head of that master- 
piece of the monutnental style, the lion from 
Cnidus in the Elgin room at the British Museum. 
The fact is, that the voluminous tangle of hair 
(favoured by some modern artists) is the cheapest 
possible method of securing a specious air of 
aesthetic interest for a figure. In his Zeus at 
Olympia, Pheidias avoided the temptation of 
emphasising the famous ambrosial locks of the 
god, and the head of the statue, as it appears 
upon a coin of Elis,' exhibits a quiet treatmeni 
of the hair that served but to throw into stronger 
relief that immortal brow, on which sat the present 
majesty of the king of gods and men, 

§ 161. Tlie general artistic result of theBo Oonventioia 
of Treatment. 
The points of treatment that have been now 
briefly reviewed alt combine to produce that 
monumental appearance, that ' indescribable re- 
moteness and dignity ' (§ 19) which is the primal 
effect of these masterpieces of ancient art. Aa a 
necessary condition of formal beauty (^ 1 1 5 ffi) 
the masses are composed with a view to unity, but 
this bringing together of the lines is carried so hi 
as to produce a distinct ethical impression. It 
results in the suggestion of repose, which becomes 
the most significant element in the effect of the 
works we are considering. Repose is often carried 
so far as to eliminate what the ordinary observer 
desiderates as ' expression.' One might imagine 
the Greeks feeling that any one emotion or desire 
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F Strongly accentuated would throw the figure, so 
say, ofif its balance, and draw the interest of the 
pectator too much In one direction. Hence it 
not emotion itself, but rather the capability 
ill noble emotion, that was represented in 
iiese generalized but pregnant shapes. We have 
Iready noted (§§ 39 ff.) that a large part of the 
jterest of the great Greek statues is due to that re- 
oed characterization of the different types, which 
induced 'normal images" of the various divine 
ngs peopling the Hellenic Pantheon. Here in 
Parthenon Marbles the artistic genius of the 
iple for once went beyond even this, and evolved 
|>pes, not of this or that side of the human or 
ne nature, but rather of idealized humanity at 
;e. The particular personages represented by 
figures known conventionally as the Theseus 
the Fates are unknown to us ; as Semper 
hrases it, ' the gods of Pheidias awaken our en- 
lasiasm first and before al! things as expressions 
' purely human beauty and greatness.' ' The 
mger that such generalization should result in 
nptiness (^ 44) is counteracted in this case by 
le extraordinary vigour and even individual 
taracter with which the shapes are vitalized, and 
hich led Plutarch, five hundred years after their 
atlon, to claim for them ' a sort of bloom of 
vness, that preserves them from the touch of 
le, as if they had some perennial spirit and 
decaying life mingled in their composition." " 
the general effect then all is subordinated, 
3 this is accomplished in the most austere spirit 
^DrtS/i/, t. p. 2ir, nole, ' Li/eof l'eriilii,%\\. 
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of self-restraint, whereby the special is sunk ii 
the general, and we are bidden to take the works 
as a whole or not at all. 

§ 162. ScnlptnTosqae Treatmetit aa modified in Uta 



It needs hardly to be said that the severe lo^c 
which controlled the carvers of the Periclean age, 
and kept their woric within the strictest bounds ot 
the sculpturesque, was notably relaxed in the lat 
periods of classical art. In the Praxitelean a^ 
for example, there is more play of texture, mQ 
searching into such natural details as the dimpll 
and waviness of drapery, more facial expressiQ 
than in the previous century ; while a vigorol 
naturalism, uncontrolled by any clear vision of tl 
ideal, marks the still later period of the Laocod 
and the Farnese Bull. It should however if 
noted that, in spite of these variations, Gnt 
sculpture in its later phases — as illustrated fi 
example in the Apoxyomenos of Lysippus (Plaj 
XIII) — preserves all the essentials of the moni 
mental style we have passed in review. Renajl 
sance sculpture in the round, though Strong! 
tinged by a certain romantic sentiment, on tlH 
whole maintains the Hellenic tradition, while 
return to this in its severer form marked 
sculpture of the ' classical revival ' which rule 
from the end of the last century to near our ow 
time. Of this phase of modern sculpture muc 
the same may be said as about neo-classic arcU 
tecture. Condemned as ' cold ' and ' monotonous 
by the votary of the picturesque, it yet holds itJ 
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^und through its obedience to the fundamental 
1 of the plastic art ; while some of its repre- 
lentatives have shown that it is possible to 
E-vitalize the old conventions, and to produce 
iirorks at once classical in treatment and modem 

1 truth and intensity of feeling. 

These later phases of the art have been directly 
ftfluenced by Greek example, but the same'prin- 
Sples have appeared also in force where no 
■Jellenic tradition can be traced. This was the 
1 medieval days, for ethical greatness and a 
ligh degree of monumental beauty attach to the 
tatues that animate the exteriors of French Gothic 
athedrals, or recline, in a repose that has won a 
lew dignity from death, on English tombs.' The 

ailptors of these had not, like the later Italians 
ad moderns, the opportunity of studying fine 
intiques, and the fact just noticed seem.') to show 

lat the principles in question are of universal 
Wjidity — that monumental statuary, wherever 
Ssayed, must accord in the main with the rules 
rtilch Greek practice has made canonical. 

'The aculpluies on the west front of Chaitres, of about the middle 
(Hie twelfth century, form by far the most interesting series, but 
le not specially clossicaJ in treatment. What is said in the text is 
it illustrated at Rheims, by the Christ of the north transept door, 
Christ as Pilgrim on the upper part of the west front, the ideal 
re of the Crowned Church on the south transept ; the Mary of the 
lunciatioQ of the central portal, and the mate figure signalized by 
Uet-le-Duc between the north and central portals of the Si^ade. 
1b to be noted that these stalely and refined productions date 
1 a time when Italian art was still sunk in barbarism. English 
k is best represented by the Edward II, at Gloucester, 
l-known bronzes of Eleanor and Henry III. at WestmiosU] 
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The foregoing discussion of monumental sculpr 
ture, as it was understood by the Greeks, 
correct a tendency in some minds to regard ' thj 
antique' as a bundle of worn-out conventior 
abandoned by the progressive spirit of the timet 
It is true that the trend of modern sculpture is notl 
now in the direction of the monumental, and there 
is indeed no greater contrast in the whole range of 
the art than that between the neo-classic work of fifty 
years ago and that which now attracts the atten* 
tion of the connoisseur in the yearly exhibitioni 
It is possible, however, fully to assimilate tbt 
charm of the most characteristic work of the dajl 
without allowing the judgment to be led captivfj 
' Modernitd' in sculpture, finding perhaps its chief* 
source of inspiration in Rodin, has been develope 
to some beautiful results in continental schools as 
well as in London and northern Britain, and the 
gain from this side to the chief artistic exhibition 
of our own country has been noticed above as 
a recent sign of national progress in art. The 
work in question is undoubtedly influenced, first 
by the sister art of painting, and next by its own 
material and technique. As influenced by paint- 
ing, it is impressionist, in that it depends more 
on the single view, and less on the even all-round 
effect; is more expressive and less seren 
breadth, than the monumental work we have 1: 
considering. Its charm resides in poetic sugg( 
tion, sometimes better conveyed by a sketch t 
by a work wrought out in Hellenic thoroughnes 
in a delicate evanescent grace of touch ; in 
subtle line, the sensitive almost mobile surface. 
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in the painting of our day, so in its sculpture, the 
beauty sought for is not the dear-cut formal kind, 
but rather the beauty of effect discussed in § 121. 
When the quahties on which this beauty depends 
are at their best, the resulting product, compared 
with any of the Greek works figured in the plates 
of this book, is like a play of Maeterlinck's beside 
Samson AgonisCes. Those who love art wisely 
will not ignore the latter because a somewhat 
jaded modern taste is pleasantly teased by the 
piquancy and illusiveness of the first. 

The influence of material and technique shows 
itself in the fashionable picturesque sculpture of 
the day by the fact that it is essentially clay 
sculpture, taking accidentally the outward envelope 
of bronze or marble. The Greeks and the Italians 
were of course familiar with modelled work in clay, 
and recognized that the extreme plasticity of the 
material forced, as it were, on the artist a free and 
varied handling. Such works were then fired and 
became 'terra cotta,' still preserving that accor- 
ice between material and style of treatment so 
lential to fine artistic effect. The modem sculp- 
of the picturesque school builds up his figure 
in the true ' clay ' style, putting it together bone 
by bone, muscle by muscle, fold by fold of drapery, 
till it appears before us in completeness, lean, 
angular, naturalistic, enlivened by accidents of sur- 
face that may impart the charm described above, 
but may also at times serve only to conceal the 
poverty or even ugliness of the forms. Such work, 
achieved as terra-cotta, preserves all its charm, 
is even suitable to be carried out on a sto.^ 
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scale in bronze, but it is a mistake to carve it. 
Both the Greeks and Michelangelo set about their 
stone sculpture on a totally different system. They 
started at once with the marble, that is with the 
mass, and slowly, stroke by stroke, disengaged 
from out the mass the beautiful form that lay hid 
within it waiting for release. To the end the mass 
architecturally shaped and treated, was the funda- 
mental element in the effect, and this imparts to 
the work that large and majestic appearance which 
in so much modem modelling is sacrified to itn- 
oressionist effect 



§ 163. Sculpture in Relief, its different 









The conventions of sculpture in relief might 
furnish themes for a volume rather than a portion 
of a chapter. Even among the ancients it was of 
several kinds, so distinct as to suggest wholly 
different origins, while in the modern world the 
extension of the bounds of this particular form of 
art in the direction of pictorial effect has been so 
marked, that it is extremely difficult to say where 
its limits ought to be fixed. The best account of 
Greek practice is that contained in Sir Charles 
Eastlake's essay on ' Basso- Rilievo,' in his Contri- 
butions to the Literature of the Fine Arts, though 
his austere classicism rejects entirely the modifica- 
tions in relief introduced by the Italians, which 
yet demand attentive study. In Greek practice 
Eastlake has indicated three kinds of relief, called 
ly the modern levnia ' aVto-,' ' mezzo-,' and ' basso- 
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ilievo.' Of these bass o-ri lie vo he describes as 
bat kind of low relief in which the outline is 
aarked by being cut sharply down to the ground 
Jl round, while the modelling within the outline 

. very slight indeed.^ In the second kind, or 
nezzo-rilievo, the forms are modelled up gradually 
rom the ground till they reach the height deter- 
nined on, and then sink gradually to the ground 
ID the other side. In alto-rilievo the forms 
ftand out with the utmost boldness ; they are 
ometimes fully modelled as in the round and 

'en detached from the background plane. At a 
gflance it can be seen that these three kinds of 
[elief give the impression of distinct origins and 
Iraditions. In the frieze of the Parthenon the 
itarting- point has been the flat surface of the slabs 
forming part of the cella-wall. On this the 
Resign was drawn out and then cut down to a 
sertain depth into the thickness of the marble. 

t is all pure chisel-work — the work of the mason. 
Kiddle relief, which occurs very commonly in the 

Koration of marble vases, candelabra-bases and 

One may note here that bns-relief, in the .sense under.stood by 

represented by the frieze of the Parthenon from which 

draws all his examples, but this is by no means a usual style of 

rk- The relief only appeaiii low in comparison with the great 

ent of the work and the flatness of the internal modelling, and 

ill reliefs constantly show a much flatter treatment. For example 

reliels on the chair of Ihe Priest of Dionysus in the Theatre at 

of which a cast is in the Elgin room at the British Museum, 

in true low relief, and Ibis might furnish us with a fourth kind to 

I to Eastlake's three. The Italians of the great period used the 

n ' Etiacciato ' for this very low relief, and the three kinds de- 

ibed by Vasaii are Etiacciato, basso-nlievo, and mezzo- rilievo, 

ich last includes all the higher kinds of relief up to conv^kM 

Aam ifie ground, (Vasari, Opert, \. p. l^ti.^ 
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the like, suggests in its softly- rounded masses a 
form beaten up out of sheet-metal according to a 
technical practice exceedingly popular in early 
times, while high relief, such as that on the Giant 
frieze from Pergamon at Berlin, looks like work in 
the round that has. for decorative reasons, been 
placed in an architectural niche or against a flat 
wall, but still keeps much of the feeling of the 
completed statue.' 

g 164. The CoQTentioDS of Scolptnre in Belief, as 
established by the Greeks. 

In dealing now with some of the chief conventions 
recognized by the Greeks when workiiig in relief, 
let us take first, as a typical example of the style, 
the already quoted frieze of the Parthenon, and 
leaving out of sight for the moment its excellence 
in composition, its life, its variety, and its masterly 
execution, inquire only about its technical relief 
treatment In the primary matter, the actual 
putting of the figures into relief, the treatment is 
based generally upon a convention which had 
been established thousands of years earlier in 
Egypt, and employed both in drawing and sculp- 
ture. It is really the old-fashioned graphJc 
convention of the ancient world, which appears os* 
old oriental monuments as well as in Greek vase- 
paintings, and arises from the habit, as strong in 
the ancient world as among ourselves, of the 
designer drawing not what he sees but what 
knows. The ancient draughtsman woul 
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delineate the figure as he saw it, with some parts 
concealing others, but strove to exhibit at once all 
the parts that he knew it to possess, and twisted 
It mercilessly in the process. Thus the feet and 
legs were shown in profile, one a little in advance 
of the other, but the body and shoulders were 
given full-face as in this view they would be better 
seen. The head again is in profile, while finally 
the eye is represented in full-face view. Now the 
designer of the Parthenon frieze took this well- 
■fenown practice as the basis of his work, intro- 
ducing such modifications as were suggested by 
improved artistic taste and knowledge of nature. 
His guiding principle may be formulated thus : 
Before putting an object into relief choose the 
flattest view, and pose and turn a figure even at 
tome gentle violence to nature so as to secure the 
utmost flatness of effect. In obedience to this 
principle horses and horsed chariots were of course 
treated in profile and the feet of moving figures in 
profile, while in the case of a leg seen in front 
view, to avoid the projection of the foot, the heel 
■Was raised from the ground, and the foot extended 
So as to bring it into the same line with the tibia. 
'And further, among the extant figures or remains 
of figures on the Parthenon frieze, which roughly 
enumerated number about two hundred and ten, 
seventy, or a proportion of one-third will be found 
to exhibit the form specially posed and turned, 
sometimes at some violence to nature, with this 
intent.* A large number of others have the torso 
only partly turned to the front, the rest of the 
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■ body being in profile,' while in some cases there a 
practically no such turning of part of the form to 
suit the relief, but the torso is as much in profile 
as the head and lower limbs.* 

The unprejudiced observer will have little 
difficulty in deciding that the first kind of figure^ 
are really the most artistically pleasing, and thft 
reason of this is that they conform best to the 
primary canon of all sculpture already noticed 
the principle that sculpture is an art which ckarfy. 
displays what it offers to the view. Graphic art 
may suggest, but sculpture shows. Hence the eyei 
demands from the latter as full a display 
possible, and is uneasy if asked to take too muck 
for granted. The figures of the frieze in whicfe^ 
as they march forward in profile, the further' 
shoulder is not seen at all — though they 
valuable as introducing an element of variety — ■- 
are not so satisfactory from the sculpturesque point 
of view as those where the torso is turned to the; 
front. This convention of a flat rendering of tbft 
figure was so universally recognized by the Greeks, 
that it was carried through all styles of relief, aad! 
not confined to the low style only. In the metopa 
of the Parthenon, of which specimens are shown uii 
Plates XiV and XV, and in the Giant frieze fron(. 
Pergamon— the two finest classical examples (rf. 
high or alto relief — there is the same careful seleo 
tion of poses which bring the figures into flat planer 

' e.g. The draped female figures at each end of the east fricie. 

and 32, north frieze, and ii west frleie, are good examples. 
E numbers quoted are those on the lop of the black framing il 
B British Museum. 
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The importance of this primary convention of 

relief treatment is often neglected by the modern 
student in our schools of art. 

Too often is it the case there that the modelling 
student plants himself down with board and clay 
in any place where a gap may be open to him in 
the ring, and there proceeds to make a relief 
study from the living model, without ascertaining 
first whether the pose from that view, or from any 
view, really admits of being rendered in relief. 
The same may be said of relief studies from 
Antiques in the round, which are often attempted 
students under conditions where success is 
possible. Some antiques go well enough into 
elief, such as the Discobolus of Myron, or any 
irk where the pose is either upright or bends 
ike the latter in one direction only, but the 
Jermes at the end of the Greco-Roman gallery in 
le British Museum is a bad selection, because the 
larm of the figure consists in the graceful lateral 
intours combined with the expressive bend 
^"ward of the head. The relief can give the 
;eral contours, but to represent the bend of the 
ad this must be brought forward out of the 
ine of the rest of the body, and the feeling of a 
lassical relief is sacrificed. 

From this preference on the part of the Greeks 
IT poses which bring the figures into flat planes, 
lere is developed a further consequence that 
lust be noticed as another important convention 
f sculpture in relief. This convention consists in 
\ieping all parts as far as possible towards the 
■emost plane, or in other words ininimiBing tK* 
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difference between the nearer and more reniolt 
portions of the object. The effort of the Greeks to 
compass this — not of course so apparent when the 
whole work is flat — is very conspicuous in good 
examples of alto- and mezzo-rilievo. They avoid 
rendering one part of the figure or object in 
full relief while another is almost sunk into the 
background. In the Parthenon and other metopes 
this may be explained by the fact that the sculp- 
ture was recessed in a sort of box with the pro- 
jections of the trigiyphs on each side and the 
corona above, so that the figures had as it were to 
come forward to the edge of their shelf in order 
to be properly seen, but the reason is a deeper 
one. It was the old feeling for breadth, which, 
simplifying as it does the composition of the 
public monument in the round, also aims at 
securing clearness in the impression of the relief 
The difference in the aspect of a nearer limb, fully 
relieved in all its Hght-and -shade and modelling, 
and the corresponding member almost lost in the 
background, was too great. The eye could not 
take them in as parts of the same whole at that 
first glance which is the truest measure of the 
work of art. Hence a greater unity of effect wa.^ 
secured by bringing into prominence all portions 
of the more remote side of the figure which could 
conveniently be emphasised. This rule holds 
good both in alto- and mezzo-rilievo and can 
be verified by any one in the galleries of the 
British Museum or in the collections of casts from 
the antique at South Kensington and elsewhere. 
Again, this kee^m^ fof«?k.xd of a.U ^arts of the 
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object really means the abandonment of fore- 
shorteving, which is a device to be avoided in 
relief treatment. The Greeks sometimes tried it 
but seldom with happy effect. In the friezes from 
tiie Theseum and from Phigaleia, represented in 
cast and in original at the British Museum, there 
a fallen Centaur with his human body fore- 
shortened towards the spectator, but the passage 
ineffective, and served no doubt as a lesson to 
Greek sculptors that such attempts must end 
failure. 

Other points of treatment, having the same aim 
of clearness, are so ably dealt with in Sir Charles 
Eastlake's Essay that a reference thereto will 
suffice. He shows, for example, how in the Par- 
thenon frieze tlie sharp outlining of the composition 
was designed to give it clearness of delineation 
upon the flat background, and how careful were 
the Greeks in alto-rilievo to avoid crossing the 
limbs, or throwing an arm across the body, so that 
accidental and confusing shadow would be 
cast. The effective shadow was that cast by the 
mass of the composition on the ground, and 
lothing was suffered to interfere with this, the 
lass being so treated as to tell out in light. 

The Parthenon metopes are superb examples 
if effect in high relief secured by adherence to the 
irinciples here rehearsed, and they illustrate so 
rell certain points in artistic treatment already 
luched on that a moment may be spent upon 
le two shown in Plates XIV and XV. The 
imparison between these is instructive because 
le first is decidedly inferior in ttealYne^vV, Bl^^ 
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exhibits the designer struggh'ng with difficulties 
which the artist of No. XV has triumphantly 
overcome. In both cases a Hero and a Centaw 
are at death-grips, but whereas in No. XTV i 
two stand tamely opposite each other and in i 
somewhat ungainly manner thrust out opposii^ 
arms and legs, in No. XV they come together i 
the composition as one, and form a sJngl 
pyramidal mass. Note how in the freer wod 
the drapery is used to fill up awkward spaces a 
mass the forms, while in the other, where drapei| 
is absent, there is a bareness and poverty of effect 
The following principles or canons of sculptun 
in relief seem accordingly to evolve themselva 
from Greek practice, when viewed in the light of tl 
necessary conditions of the sculptor's art. CitJos 
and if necessary secure by posing, flatness of aspei. 
in the model. Bring all parts tnore or less t, 
the same level so that Ike design tells as a a 
against the background. Avoid foreshortening 
accidental shadows within the design, and everf 
thing which impairs the clearness of effect. 

§ 165. Belief Treatment as inflaeaced by Materials ■■ 
FroceaseB : Oreek and Italian Teclmiaae. 

The practice of the Greeks is sometimes ■ 

plained by saying that they had always in th« 

mind two planes, one the plane of the back 

ground, and another so many inches in front of 

according to the height of relief desired ; a 

, while the limit of this second imaginary plane h 

\ never exceeded, as much of the subject as possil 

I was brought up to \t. T\ve. te-TOMk is true, but 
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'% sense not always understood by those who 
fepeat it. The Greeks had such a plane, but it 
«ras not second or imaginary, but pri-tnary and real. 
As they would cut their reliefs out of the marble 
hy the aid of drawings and small studies without 
full-size clay models, this plane would be in reality 
the original surface from which they cut down to 
the required depth, constituting there a parallel 
]p1ane for the background. This technique would 
Certainly result in the characteristics of a Greek 
relief, for nothing could surpass the supposed outer 
boundary since this is the actual starting-place of 
Aie whole work: whereas if the relief began with 
Khe background and were constituted by the 
jHddition, piece by piece, of plastic clay, many more 
Tarieties in depth would show themselves, and 
portions would infallibly exhibit a tendency to 
project beyond sober limits. 

1 Here we see the importance of the influence 
Hrfiich material and technique exercise on reliet 
treatment, for it is from these that we can in part 
ifetplain the extraordinary contrast between the 
tehefs of the Greeks, and Italian reliefs in the style 
tif Ghiberti and Donatello. When the Greeks 
■ranted a relief in metal they beat it up out of a 
llieet of silver, gold, or bronze. So tractable is 
ilieet-metal, that it is possible to secure in the 
iaised forms considerable boldness of projection, 
^d even sharp under-cutting, such as are shown 
b certain bravura works of the later classical 
period.' In oriental art, however, and that of 

' For example, the Bronzes rrom Siris (British Museum) and some 
flher ieUe& In the Hildeshcim treasure at Beilin. 1 
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early classical times, the relief is always low.' Oil 
the other hand, the characteristic Italian relief^ 
such as those on the Old Testament Gate i 
Ghiberti, or on the font of the Baptistry at Siena 
or those from the life of St. Anthony at Padua b 
Donatello, were in east bronze, a material not em 
ployed by the ancients for such work except i 
the small decorative details of objects of industrial 
art With the Italian the metal is as it were s 
afterthought; the forms are modelled up in clayo 
wax by successive additions, and these additionM 
so easy and ready to the hand, naturally tempf 
the worker beyond the strict limits which the moi 
direct technique would have imposed on him. 

That he was only too ready to yield to thl 
temptation in question was due to 
lying at the root of Italian art activity, whid 
have been indicated already in the chapter oBfB 
Medieval Florence and her Painters. The Italian 
sculptors of the fifteenth century were eager to 
extend to the furthest the boundaries of their art, 
so as to make it match the complexity and variety 
of that external world in which they took so vivid 
an interest. The rigid limits within which 1 
Greeks had confined their representations 
longer satisfied the quattrocentisti, and thq 
modified in many remarkable respects the canotfl 
of Greek relief treatment. A few sentences < 
the history of relief from the great period i 
Greek art onwards will be necessary for clearnea 

' As ID the Assyrian Bronie Gates from Balawal (British MtiseuBJ 
and the reliefs — originally in gold — on the Shield of the Alb 
Parlhenos by Pheidias. 
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P In the Hellenistic period after the conquests of 
Alexander, by the side of the severely architec- 
tural relief there grew up a style of relief of a 
more pictoria! kind, in which various objects were 
introduced beside the chief actors, and back- 
grounds with trees and other natural features were I 
also added, 'the aim being to produce in sculpture | 
a representation of landscape and figures in the \ 
spirit of a painter." In these reliefs an action is I 
represented in the foreground, with animals, a I 
tree-stem, pieces of furniture etc. grouped around, i 
while above these may be the conventional repre- 
sentation of a rock or the long facade and part of 
the front of a temple. There is no real attempt 
to represent different planes of distance ; every- 
thing is on a level, but there is a distinct effort at 
■ enlivening the field of the action with various 
subsidiary objects. This style of relief was 
adopted by the makers of carved sarcophagi in | 
the late classical period, where we find com- i 
positions greatly overcrowded with figures and ' 
backgrounds filled in with natural objects. 

It was on these sarcophagus- reliefs that the 
icarvers of the twelfth century in Provence, and after 
"them the early Pisan sculptors, formed their style, ' 

And hence came the crowded compositions of the 
famous pulpits of Niccola and Giovanni Pisano 
^reproduced at South Kensington). On the other 
liand early Italian work shows at times true 
sculpturesque feeling, of a kind akin to that of ' 

the Greeks, and was possibly inspired (though we 

Thodca Schreib^i, die HeUcnittischm RelUfbitiUr, Leipzig, 1889, 
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cannot trace a direct connection) by the Frendj 
Gothic sculpture that preceded the Italian reviva 
Of this order are many of the reliefs on I 
Campanile of Giotto at Florence, as well as t 
simpler scenes and single figures on the earliefl 
gate of the Baptistry by Andrea Pisano, whidj 
look like French work carried somewhat furth* 
in composition and detail. It was when 
spective was introduced early in the fifteent 
century, and the sphere of graphic delineatiO 
was greatly widened, that Italian relief 
ment began to show those peculiar features l 
have made it so influential in modern practief! 
The aim of Ghiberti was nothing more nor leS 
than to transport the receding plane, establisht 
under the influence of perspective as the field i 
the picture, into the domain of sculpture, and t 
display as many groups and objects as possibi 
on different parts of it. To quote his own wor^ 
in his Commentaries : ' The panels of the i 
were very copious in figures ... in which I S 
myself to imitate nature to the furthest poin 
possible and with the greatest number of figure 
that could be introduced . . . there is relief C 
the very lowest kind, and on the different plaiK 
the figures that are nearer the spectator are mat' 
larger and the more remote ones smaller. . 

^ 166. The innoTations of GMberti examined : their ] 

influence on Modem Sculptare. 

Ghiberti's reliefs are too well known to net 

description here, and the well-worn criticisms o 

' Vasaii, eel. \js. Mutmiet, I. p. XKiii\-. 
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them need hardly be repeated. The question 
which he may be said to have propounded. 
How far may the sculptor go in representing 
planes of distance in relief, is one that since his 
time has been often discussed and illustrated both 
in words and works. In the eighteenth century 
the sculptor Falconet, while recognizing the 
supremacy of the Greeks in monumental work 
in the round, claims the right of the modern 
sculptor to advance beyond the limits set by 
them for relief. Why should not the sculptor, 
he asks, follow the painter in his effects? The 
answer is that the laws of an art are not penal laws 
and no one is bound to observe them unless he 
likes, but that, at the same time, the nature of 
different materials and processes suggests certain 
limits that the worker oversteps at his peril. The 
painter has at his command linear and aerial 
perspective, through the aid of which he can 
represent distance in the most perfect manner. 
The sculptor, whose material is all of the same 
colour, has practically no aerial perspective at his 
command. He can, like Ghiberti, throw his work 
into linear perspective, sloping up his ground, 
introducing buildings etc. perspectively drawn, 
and reducing the scale of his figures in the back- 
ground ; but he cannot make us forget the rigid 
wall which we know bounds his scene at the 
distance of a few inches, nor can he bathe the 
small figures of the background, as the painter 
can, in air, so that they look really remote. 
Falconet indeed recommends that the figures on 
the second plane should not be moddVed ' fivme 
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touche aussi ferme, que celles du premier," 
order to suit ' la degradation que la distance, 1' 
et notre ceil mettent naturellement entre nous 
les objets," claiming that ' le vague et I'indeds dc' 
la touche, joints a la proportion diminu^e seloa 
les regies de la perspective ' will give the effect (rf 
aerial perspective required ; and in fact 
Ghiberti's panels we may see sharp foreground 
touches contrasting with the softer more un* 
certain contours of objects intended to look more 
remote. 

In this way the Florentine could fill his 
panel with a 'story,' in which as he boasts there 
were sometimes a hundred figures, and as his 
feeling for composition and grace of form was 
exceptionally acute, the result is in itself very 
lovely. We can understand how Michelangelo, 
though he wrote once that he held ' that kind of 
relief the worst which went furthest in the direction 
of painting,'^ could yet say of the Old Testament 
gates that they were worthy to be the doors o£^ 
Paradise, but it is rather the result of GhibertKj 
innovation on less finely gifted sculptors of 
own and later times that we have to consider, 
this influence has been little short of disastrous. 
To it we owe the later Italian reliefs (represented 
in over-abundance at the South Kensington 
Museum) in which the studied composition of 
Ghiberti disappears, and the field is filled with 
a crowd of figures and horses, jostling each other 
1 confusion which is lively enough, but far 
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J 



MODERN PICTORIAL RELIEFS 371 

from sculpturesque ; and, in continuance of the 
same practice, the modern pictorial relief, in which 
an effort is made to find the limits of relief treat- 
ment, not so much in the matter of perspective, 
as in the effect of suggestion gained by a studied 
indefiniteness of modelling. With regard to these 
and other modem experiments in plastic treat- 
ment, nothing more can be said here than was 
remarked about sculpture in the round — in 
monumental work the conventions established by 
the Greeks must still be recognized as valid, 
though in lighter phases of the art the sculptor 
may claim to exercise in freedom his gift for 
the unexpected, the piquant, and the picturesque. 




PAINTING OLD AND NEW 
§ 167. Tlie Limitations of Fresco Practice 

If the pages already devoted to Florentine paint- 
ing alTord anything like a true idea of the work of 
the frescoist of the fifteenth century, the reader will 
readily perceive that the sphere of painting could 
be enlarged far beyond the bounds he recognii 
Such enlargement was now to come, and it t( 
effect both in extending the field of painting ai 
in intensifying its practice. It was stated aboi 
(§ 72J that however the modem critic may regard 
the old decorative frescoes, the Florentine himself 
seems chiefly to have delighted in them for theij 
life-like character as exact representations 
nature. It is true that Vasari rightly pr; 
Ghirlandajo for simplifying his compositions 
discarding a good deal of the padding and frip] 
delighted in by second-rate designers, and 
nizes thereby that painting is a matter of styJ 
rather than delineation ; but nevertheless, like 
rest of his countvymen, Vasari is ready to worshu 
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some well-observed piece of foreshortening, some 
touch of nature in the action of a bystander. ' I 
painted and my painting was as life' runs the first 
lines of a certain epitaph for Masaccio, expressing 
tersely the Florentine ideal, and on this it must 
now be remarked that the aim was one which under 
the conditions of the craft could not be fully carried 
out. The fresco was and could be only to a very 
limited extent like nature. It was near enough to 
nature to remind the quick-witted Italian of some- 
thing he had seen in the everyday life of the 
■streets or in a festal rappresentazione, but it 
"uld not be like nature, in the sense in which this 
possible in a modern picture, for two sufficient 
isons. (i) If the fresco remained, as it was in 
origin and in its essence, a form of mural 
coration, it could not suitably represent different 
ines of distance, nor throw objects into strong 
Jief by light -and -shade, for this would contradict 
c flatness of the wall, and decoration cannot be 
jht if it contradict construction. {2) As the 
ocess was rapid, and where possible completed 
a sitting, the painter could not search into the 
ibtleties of changing tints and shadows in nature, 
It had to be content to summarize. Now the 
ce of the world actually presents itself not as an 
Might slice, but as a horizontal plane stretching 
^ay to infinite distance, and that which gives to 
tjects their place and reality on that plane at 
fferent degrees of remoteness, is the atmosphere 
hich envelopes them and determines their light- 
i-shade. In other words, without perspective 
chiaroscuro nature cannot be adet\ua.\.e\'j te^ 
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presented, and with perspective and chiarosc 
mural decoration has no call to concern itseIC 
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g 168. The flist stages of the advance : Linear 
Perspective ; 

The enlargement and intensifying which the 
of painting underwent in the sixteenth and sevt 
teenth centuries carried it far beyond the decoratii 
sphere, and it became in all essentials another art: 
with aims and conditions of its own. This change 
from Old to New Painting begins soon after the 
year 1 400, and a certain period of transition 
marked by the introduction, early in the fiftei 
century, of the effects of linear perspective 
mural painting in fresco. 

This, as we have just seen, was from the decora- 
tive point of view the very negation of the art, but 
on the other hand, the introduction of perspective 
effected an emancipation of painting from those 
bonds in which the logic of decoration would have 
confined it. It gained therefrom ultimately far 
more than it lost, for after a time it ceased in its 
most important forms to be a decorative art at all, 
and became, in the modern cabinet picture, an art 
of independent expression. For a time however 
the contradiction just noticed ruled in the art; 
through its perspective effects it ceased to be 
strictly decorative, yet it still clung to the wall, 
dependence upon which seemed an essential con- 
dition of its existence. 

The revolution, which was being prepared for 
the art of painting through the invention of 
perspective, is ptc&^mtwI in the book by 
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Leon Battista Alberti of Florence entitled De 
Pictura libri tres and given to the public about 

436. A large portion of this book is occupied 
with the new science which Brunelleschi, Dona- 
tello, Alberti and others were at that time engaged 
in perfecting, and stories in Vasari bring vividly 
before us the intensity with which they threw 
themselves into the study. ' Oh eke doles cosa e 
questa Prospettiva ' ! was the exclamation of Paolo 
Uccello of Florence, as he stood at his desk, some- 

here between midnight and dawn, while his 
shivering spouse was imploring him to come and 
take some rest in bed. ' O how sweet a thing ' 
was that Perspective to those to whom it was not 
a series of cut and dried puzzles, but an actual 
weapon and tool for work almost miraculous in its 
potency. To the men who themselves found out 
the relations and formuhi; on which perspective 
depends, these had connection, not with Science 
and Art examination papers, but with the actual 
material objects of their environment. Let us 
imagine the Florentine frescoist, whom we have 
already seen transferring to the upright plane of 
his chapel-wall the processions and shows which 
filled up the foreground of a city scene, suddenly 
brought into contact with the entirely different view 
of nature which would be taken by the adept of 
the new science. He has journeyed, let us say. 
from Florence to Luna. It is near sunset, and he 
sits by the shore of the calm Mediterranean watch- 
ing the broad red disc descend in a .sea-mist 
towards the horizon. The bay is dotted with 
vessels at varying distances. One lies at aucVvwc 
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broads id e-on, some hundred bracchie from 
water's edge. He looks at the boat and 
beyond it to the more distant craft, the hori; 
and the sun, and he realizes, with that shock 
which comes of seeing a familiar thing in quite 
new aspect, that the level surface of the sea seems 
to slope upwards towards the horizon, carrying ap; 
with it the vessels, scores of them, till one of them 
actually meets and partly covers the orb of th 
sun, which by this time is probably dipping beloi 
the verge. If he put his hand up before his eya 
at half-arm's length, behold, these things, so man] 
and so great, are all covered up and disappear 
Instead of his hand he now holds up his writing 
tablets, and notes that they cover in height all thef 
space from the near boat to far above the sun, an< 
in width the length of the boat and a good spaa 
on either hand. Now he knows that he can drai 
the boat almost as easily as he can look at it, an( 
can draw too all the more distant boats above an^ 
a little on each side of it, and the .sun, and th 
hovering clouds that wait on its departure ; but he; 
has never realized before so clearly that on this' 
tablet, a span long and a hand-breadth high, b? 
can in this way represent a surface stretching avrajr 
from a little in front of his feet into infinite dis* 
tance. The knowledge too that those inttiati 
into the new science would be able, under propa 
conditions, to fix with mathematical certainty thi 
relative sizes and shapes and positions of the lai 
but distant objects, as they should appear minutely 
reduced upon the tablet, strikes his mind with 
something like the force of a new revelation. 
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The phenomenon in question is to us moderns so 
I perfectly familiar that we take it as a matter of 
course, but it is none the less a standing marvel, 
N and was certainly recognized as such by those who 
1! first had apprehension of it as a new truth. It was 
■ one thing, they would feel, to paint upright objects 
on an upright wall, but quite another thing to 
translate the level ground stretching away from 
under their feet into infinity into a horizontal band 
upon a similar vertical wall ; and it was the 
apprehension of this difference that was the crea- 
tion of modem painting. The frescoist, whose 
eyes had been opened by some such experience as 
that just described, would try to effect this process 
of translation in his mura! decoration, and though 
as mural decoration the result may not have been 
to its advantage, the attempt represented a stage 
in advance in the general development of painting. 
In altar-pieces the new process was more in keep- 
ing. Thus for example In Mantegna's noble 
creation at San Zeno, Verona, we find attendant 
saints no longer standing grouped by the side of 
the Madonna's throne, but in extended rows in 
front, so that we see the throne at a little distance 
along a sort of vista of standing figures. An 
excellent example of successful translation of this 
kind on a large scale is to be found in Carpaccio's 
Kenic pictures from the legend of St. Ursula, painted 
at Venice before the end of the fifteenth century, 
in some of which we find an astonishing multitude 
of figures and objects at varying distances peopling 
the vast receding planes of earth and sea. 
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§ 169. and Foreshortening. 
This same process was also applied with eqiUl 
science and success lo individual objects, in relatioa 
to which it is known as foreshortening. As [ 
spective taught the representation of the horizontl| 
plane of earth on the vertical plane of the wall o 
canvas, so it taught the proper delineation, und< 
the same conditions, of the extended body or lim 
Hence the feats of foreshortening in figure-drawim 
of the fifteenth and sixteenth centuries, over whid 
Vasari waxes as enthusiastic as over the life-lilc^ 
rendering of incidents. We need only mentiol 
Michelangelo's tour de force in the Sistine Cha| 
where the figure of the prophet Jonah, thougl 
actually painted on a part of the coved ceiling 
sloping towards the beholder, is so drawn as to 
appear leaning back and violently foreshortened 
away from the spectator's eye. The Italian painter 
who most thoroughly grasped the secret of fore- 
shortening was Correggio. whose figures seem to 
have presented themselves to his imagination more 
familiarly upon receding planes than either in 
upright poses or in horizontal positions parallel to 
the edge of the picture. Giorgione and Titian 
displayed their fair recumbent nudes on planes of 
the latter kind, but the Danae of Correggio in t 
Borghese collection, Rome, reclines away from t 
spectator ; the Magdalen in the Giomo, or ; 
Jerome altar-piece, at Parma, Allegri's choica 
masterpiece of painting, also leans away into t 
1 picture, while the same great draughtsman | 
f lively revels in the "problems of foreshortening \ 
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iiet himself in the cupolas at Parma. This famous 
Kttempt to paint scenes in the upper air just as 
they would appear to a spectator straining his 
neck from below, resulted in an effort to delineate 
a sacred event as going on in the midst of a halo 
of celestial legs (which is all that under such cir- 
cumstances could really be seen), and it is now 
recognized to have been a mistake ; none the less 
however is it a potent instance of the fascination 
exercised over the painters of the period by the 
science of linear perspective. 

g 170. Aerial Perspective and Light-and-Shade, neces- 
sary for further advance, were not fiillf mastered 
by the Italians- 
Linear perspective and foreshortening, however, 
though of the first importance, were not the only 
factors in the transformation of painting from its 
old to its modern form. It is indeed hardly so 
much by linear perspective, or the progressive 
diminution in size of objects as they recede, as by 
the gradual degradation of the intensity of light 
and shadow, and the diminished saturation of 
colours, that distance— and so the face of nature 
as a whole — can be brought vividly before the 
eye. Foreshortening as a matter of drawing is 
simple enough in itself, but it involves for the 
conscientious artist the subtlest problems of tone 
and colour ; for as the form in question recedes 
from the eye, changes of the most delicate kind 
in the illumination and hue of the parts present 
themselves for record and reproduction. Only 
through the rarest gifts of artistic vision a.T\i ^-^ 
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of hand in matching faint transitions, can these 
new difficulties be fully met and overcome. 

One may ask, were not these early Italiaa 
masters, so keen of eye, so accomplished of han^ 
ever tempted to probe the aspect of things abotd^ 
them more narrowly, and to search out thoMl 
mysteries of light-and -shade that transform as bf 
magic the face of familiar objects? Venice, ai 
well as Florence, had her brilliant festal pageant 
which shone with redoubled lustre upon the broa 
expanses of the lagoon. When Beatrice of Est 
was welcomed to Venice in 1491 the sea wa 
covered for a mile or more with gaily-adornerff 
vessels, on which were groups representing tritonSi 
and sea nymphs, with fair boys and girls poise( 
up on masts and spars in guise of classical genii 
The life, the glitter of these scenes, set off will 
noble architectural or maritime backgrounds, ant 
bathed in colour reflected by rich eastern stufB 
and pearls and gold, the painters of Venice readily 
learned to prize ; but had they no eye for th 
remoter charm of fading light and mantliil| 
shadow, on the large .scale or the small, over dl 
wide lagoon or in the narrow canals? 

After a supper at Titian's house at the back d 
Venice looking towards Murano, when the stii 
had set, we read how the lagoon was quickly alifl 
with gondolas carrying coloured lamps and bearii^ 
the valour and beauty of the city for a cruise 
the cool evening air. Had not the night a cfaai 
when all the richness and beauty of the scene w 
* mellow'd 10 (hal lender light 
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The truth is that the Italians, like all classical 
md classically trained peoples, loved the light, 
nd left it to the men of the North to discover 
rhat fresh beauties might lie concealed as sugges- 
ions beneath a veil of shadow. Here is what a 
sinter of to-day has said about nightfall on the 
Tiames : ' And when the evening mist clothes the 
side with poetry, as with a veil, and the poor 
uildings lose themselves in the dim sky, and the 
all chimneys become campanili, and the ware- 
houses are palaces in the night, and the whole 
ity hangs in the heavens, and fairyland is before 
en the wayfarer hastens home ; the working 
Dan and the cultured one, the wise man and the 
me of pleasure, cease to understand, as they have 
eased to see, and Nature, who, for once, has sung 
I tune, sings her exquisite song to the artist alone, 
ler son and her master — -—.' ' 

Only in the North and only since the seven- 
lenth century could this have been felt or uttered 

■ the painter. Up to that time sculpture and 
lainting, both Greek and Christian, had aimed at 
he clear delineation of noble themes. The shapes 
bey created were not fashioned to be in any way 
pncealed, and they offered them with a certain 
i self-satisfaction to close inspection in every 
The change from this principle of repre- 
Bntation to that prevailing in modern times is 
Wen more momentous than that produced by the 
Introduction of perspective ; and it was mainly 
accomplished through the work of a northern 
artist, one of the strongest and most individual of 
' j. M'N. Whistler, The Gcnllt Art, etc, p. \v^ -H 
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painters. This innovation, with which the name 
of Rembrandt is chiefly associated, may be briefly 
described as the introduction of mystery as an 
element of effect in the imitative arts. As by a 
stroke of enchantment Rembrandt brought down 
a cloud over the face of nature, and beneath 
half-revealed, half-hidden, her shapes met the 
in aspects full of new suggestion. This effect 
mystery was secured through the use of Hght-ai 
shade on a new principle and to an extent hitherto 
unknown. Previous artists had indeed, as we shall 
presently see, made considerable use of shadow, 
but they had employed it for the purpose of giving 
roundness and relief to their forms, and so making 
delineation at once more true and more forcible, 
Light-and-shade to them were subordinate elements 
of design, while Rembrandt was the first to make 
compositions of light-and-shade — to use them as a 
musician uses his tones, as in themselves vehicles 
of artistic effect, and this naturally gave chiaroscuro 
an importance it had never before possessed. 

§ 171. Light-and^^hada as ased bj the Italian Paintenft 1 

The principal names that represent the firet 
artistic advances in light-and-shade previous to 
the age of Rembrandt are those of Leonardo da 
Vinci and Correggio. It is true that as soon as 
the introduction of perspective commenced in the 
fifteenth century to disturb the old placid tradi- 
tions of mural painting, shadows began also to be 
deepened and effects of light to be more pro- 
nounced. Piero della Francesca represents this 
movement, but neither he nor his compatriots of a^ 
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century later, such as Caravaggio, used ijght-and- 
shade for any other purpose than to make their 
forms tell out more forcibly against the back- 
ground. Leonardo and, after him, Allegri observed 
light-and-shade more narrowly, and strove to re- 
present their subtle play over a. form which they 
kiss without forcibly enclosing. To the ordinary 
delineator an arm or a leg is a more or less 
cylindrical object, which can be outlined on both 
sides and made to appear solid by longitudinal 
stripes of light and shadow and half-tone ; but 
Leonardo and Correggio saw the light steal over 
face or torso or limb, giving prominence here to 
the rounded muscular masses and passing into 
half-tones as these sink into their tendinous pro- 
I longations, marking the dimple with shadow, the 
ridge of bone with sharper brightness. On Cor- 
reggio's torso of the half-reclining Danae the light 
18 not all on one side and the shadow on the 
other, but light and shade chase one another over 
all the girl-like but rounded forms. In the Mona 
Lisa of Leonardo in the Louvre, the modelling of 
the face and hands is carried out with a finish of 
analysis that has made the work the despair of all 
who essay these delicate problems, while in a 
nearer example (though it is a more doubtful 
specimen of the masterj, the Vierge aux Rochers 
of the National Gallery, the chubby limbs of the 
children are rendered with the same soft rise and 
fall of light over the yielding surface. All this 
shows a great advance towards a more searching ' 

treatment of natural forms, a finer appreciation of ^ 

k their more recondite beauties, than were thought J H 
. — } 
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of by the older masters, but the handling of light- 
and-shade did not yet extend from the rendering 
of the indindual objects over the composition of 
the whole piece. Direktor Julius Meyer, in his 
work on Aliegri, has noticed that only in two 
instances, the so-called *Notte' at Dresden — in 
which all the light in the picture streams froni 
the head of the Divine Child — and the Christ in 
the Garden at Apsley House (copy in the National 
Gallery), does Correggio use light-and-shade tn 
the same spirit as Rembrandt, and Correggio is 
far nearer to Rembrandt in this department of 
art than any other of the great Italians. 



§ 172. and as developed by Bembrandt and the 
Korthems. 



i 



Rembrandt's new employment of chiaroscui 
to correspond with which he introduced 
Etching a new mode of artistic expression pro- 
ductive of this effect alone — carried with it several 
very important consequences. It was not only 
that the painter was put in the possession of fresh 
resources of language for the expression of artistic 
thought, so that he could henceforth speak to the 
world, if he chose, merely through elTects of tone 
instead of through the outlines and colours of 
material things ; the ordinary field of his activity 
was widened by the greater prominence now gii 
to what had hitherto been merely a subsidii 
element in design. A quickened observation 
tone led to the development of aerial perspective, 
which is, as we have seen, undoubtedly the most 
LtcDing way of conveying the impression of distant 



dia^H 
'n o^l 
rtive, 
most 



AND IN NORTHERN SCHOOLS 385 

The distances of the painters of the older school 
had been full of objects and figures as minutely 
rendered as those on the foremost planes, only 
ever-so-much smaller. Of this kind is the distance 
Carpaccio's large scenic pictures from the Ursula 
legend in the Venice Academy. Compare with 
these distances the simply treated expanse of 
country offered to view in P. de Koninck's two 
large landscapes in the Peel and Wynn-ElHs col- 
lections in the National Gallery. Here we do not 
have merely a series of objects getting smaller as 
they recede, but a far more generalized represen- 
tation of the whole face of nature bathed in an 
atmosphere in which ' objects ' are lost to view. 
This is aerial perspective, and it is only possible 
through a most careful study of refined gradations 
of tone. 

§ 173. Influence of the new treatment in extending 
the field of Painting ; 
Further, with this generalizing process, through 
which the individual object became merged in the 
broad effect, went hand in hand the substitution of 
the Riagic of suggestion for the strict delineation 
of the schools of form, and by this at once the 
sphere of the painter's art was immeasurably 
widened. When artistic representation, no longer 
clear and complete, relies rather upon subtle hints 
and adumbrations of the truth, then formal beauty 
or distinction in the subject grows less important, 
and the common things of the world become fitting 
ithemes for ideal treatment. In the poetry of half- 
shadow or in a mist of light, what is in \lse.\t TO.ca.Tv 
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or ug-ly may become transformed. * How ugly that 
house is,' said a lady who was looking over engrav- 
ings with John Constable ' No, madam,' was tbe 
reply. ' there is nothing ugly. I never saw an ugly 
thing in my life — for let the form of an object be 
what it may, light, shade and perspective will, 
always make it beautiful.' 

§ 174. eBpeci&Uy is regaxd to Landscape. 
And with this humanitarian breadth, this lifting 
of common things to the ideal sphere, goes the 
modem treatment of landscape, Rembrandt, the 
first master who made a general use of light-and- 
shade as the chief element in a work, is also the 
father of modern landscape, in that he was the first 
who made landscape appeal directly to human 
sentiment. A poet-painter, he first established 
that magnetic sympathy between man and nature 
through which the external world has become so 
large a factor in our mental development Mao 
could never enter, so to say, into relations of 
sympathy with the external world, unless the face 
of nature became expressive and rendered him 
back glance for glance. All that the landscape 
painter knows under the name of 'effect' is just 
expression upon nature's countenance, and effect 
is a result of changing tones and shadows, of veiling 
mist, of the breaking forth of light— of all in short 
that Rembrandt first brought within the painter's 
power of realization. Landscape painting in the 
, modern sense is only possible through the employ- 
ment of that charm of mystery the value of whicb 
I art he was the fttst to discern. ^ 
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g 176. Snnmi&ry of the foregoing. 

We see then, to summarize the foregoing, that 
1 certain at any rate of its aspects, the art of 
painting followed a progressive course of develop- 
ment from the fifteenth to the seventeenth 
centuries. Linear perspective taught the painter 
to realize that what he had to represent was not a 
thin upright slice of things taken where they were 
nearest to him, but nature as a whole; that the 
picture should be no mere transcript of objects 
against a flat background, but rather an enchanted 
mirror in which should be reflected space beyond 
space in infinite recession. To accomplish this, 
drawing was not sufficient without the help of 
light-and-shade. But light-and-shade, crudely 
juxtaposed in sharp contra-st, gave force to 
delineation but no help towards aerial perspective. 
For this there had rather to be noted the almost 
imperceptible transitions of tone as objects re- 
ceded from the eye of the spectator. These 
transitions are however equally subtle in near 
objects according to the varying angles at which 
their surfaces catch the light, and it was by the 
fine observations of Leonardo and his foHowers of 
the tone of near objects that the way was pre- 
pared for a broad and free treatment of light-and- 
shade over the whole face of nature. This the 
Italians if left to themselves might never have 
accomplished, for they loved light and were taught 
through long tradition to value above all things 
the clear delineation of objects worthy to be aeev. 
The northern artists who could nevci ha^^ ^«*- 
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trayed things so beautifully as the Italians, had 
the other hand a distinct feeling for mystery, ai 
a tolerance for an obscurity full of poetical sug-^ 
gestion, such as would always scandalize the 
Southern. Hence Rembrandt with his mist and 
darkness took away from the form of things their 
old importance and enabled the artist to generalize 
to an extent before unknown. Subtle observation 
of tone and comparative carelessness of definite 
delineation combined to make aerial perspective in 
the broadest sense a possibility for art, while at the 
same time light and shade emancipated froAL 
objects become in themselves elements of afl 
artistic composition. So, finally, the distances a| 
the world, once filled full by a Carpaccio with 
delightful but unnecessary little objects, passed 
under the veil of gloom cast over them by Rem- 
brandt to emerge simplified but glorified as pi 
space and atmosphere on the enchanted canv; 
of Claude of Lorraine. 



1 
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§ 176. The introduction of Oil-Painting and the 
Tempera Style, 

The scope of the change in the character 
painting we are now considering included the 
intensifying of its technical practice, which becomes 
more varied, expressive and elaborate. Up to 
fifteenth century two processes of painting were 
use, the already noticed mural painting a f« 
(§ 70) and panel -painting a tempera, that is wil 
pigments mixed with some binding materia) 
L through which they were retained in the place 
■"Where they viete \a.v4. TVi\?, hitiding materiatj 
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varied in different localities according to climate 
and tradition, and was composed of substances 
like white of egg, milk of fig-shoots, and si/e, and 
was generally soluble in water, though it could be 
protected afterwards by a waterproof varnish. A 
new kind of binding material came into use in the 
fifteenth century, consisting of certain oily and 
JUS elements, not soluble in water, and drying 
into a very hard and unchangeable substance, and 
these or similar media have been in common use 
ever since in the processes known as oil-painting. 
Strictly speaking oil-painting is a form of painting 
a tempera,' i.e. ' with a mixture,' for the oily 
nature of the vehicle is only an accident, and the 
only real distinction is between painting with and 
ithout any kind of binding mixture ; but the 
effective difference between tempera and oil- 
painting is in fact very great. The one is 
generally recognized as a precise, smooth, spirit- 
less style, while the latter admits of the greatest 
freedom, force and variety, and can be so handled 
as to express in a remarkable way the artistic 
individuality of the wielder of the brush. It is 
noteworthy that this difference does not neces- 
sarily follow from the character of the materials 
employed, for the mere change to oil or varnish 
from a glutinous vehicle not oleaginous is after all 
not very important. It is quite possible to paint a 
tempera with the same strength of colouring and 
variety of texture that are obtainable in oils, 
though the oily medium is far preferable, especially 
in a damp climate, from its greater resistance to 
change. Modems have sometimes wseii. fc^Sr 
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tempera as under- pain ting for oils, or by itself well 
locked up with varnish, with an effect every whife 
as free and artistic as any gained with the ordinaiyT] 
medium, and the experiment can be tried by ai^ 
one who chooses to procure well-ground powdered' 
colours and mix them by the palette knife i 
the inside of an egg slightly beaten up. Pigm^ 
so treated can be used with any required degroe 
of body, and manipulated to any desired texture. 
Dry colour can be dragged over under-painting,, 
and wet colour used in glazes. All effects, indeed, 
are open to the tempera painter if he choose la 
employ his colour so mixed, in the same way as 
he would treat his oils. The contrast with which 
we are all so familiar between the tempera stylff 
and oil-painting, is based in truth upon the histori- 
cal fact that before the early part of the fifteendi 
century panel pictures were always painted in som« 
form of tempera, and were also always executed in 
a minute painstaking fashion, productive of clean 
outlines, well-fused tints, and a smooth enamel -like 
surface.' As a fact, after the oil medium had 
superseded tempera in the practice of the Flemish 
painters, and in that too of some of the Florentines, 
the technique remained the same, and it is ofteo 
impossible by mere inspection to distinguish i 
fifteenth-century practice tempera pieces varnished, 
from contemporary work in oils. So soon, how^ 
ever, as the new medium came in the way of tl 

' Good eiamples of tempeca practice are to be found in the pi 
traits in profile of ladies, by Florentine masters aC the Sftecndk 
I century, lo be met with b many collections. Precise 
I ii always charactn\°A!v:.ott.\ve sv^jV. 
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.inters of Venice (whose gifts in art were widely 
ifferent from those of the Flemings or Tuscans), 

id was by them after some struggle vanquished, 
the precise and timid style quickly gave place to 
'One of far more freedom and boldness, and oil- 
painting in the modern sense was launched upon 
ti»e world. 

§ 177. Importance of the change for ttie chamctar of 
Modem Fainting. 
The use now made of the new method of colour- 
ing was of a kind that soon came to correspond 
with the more searching treatment of nature in the 
matter of light-and -shade introduced by Leonardo. 
By light-and -shade the accidental variations in the 
surface of objects received their due importance, 
and delineation became correspondingly fuller of 
interest. Oil-painting now invited the artist to 
represent by delicate manipulation of pigment the 
varieties of colour and also of texture to be dis- 
cerned in similar surfaces. In flesh painting, for 
example, there were shown not only all the dimples 
and roundnesses, but also the varieties of colour in 
different parts, due partly to the surface tint of 
' tfie skin, and partly to the transmission from below 
of the colour of the blood, while in stuflfs and 
jewels, smooth and velvety textures could be dis- 
tinguished in the very way the pigment was laid 
by the brush. So much observation of so 
many varied beauties in nature could be now con- 
.centrated by the painter upon a few square feet of 
canvas, that a piece of fine execution, no 
matter what is represented, has since that t«o.^ 
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become in itself of artistic value. So much mi 
is seen and shown upon the surface of the obji 
chosen, that our attention is not aroused to ask; 
what the object as a whole may be. In fact for Us 
it may be anything, so long as it has beauties of 
subtily modulated form and colour and texture. 
The result here is the same as that produced by 
Rembrandtesque light-and-shade. By enfolding 
the common things of earth in a veil of mystery 
the chiaroscurist gives them value through the 
charm of poetic suggestion, and in exactly the 
same way the painter, fastening on those acciden- 
tal beauties of texture and of colour which may 
occur on objects familiar or mean, makes them 
fitting themes for ideal artistic treatment. How 
different is such an aim from that of the older 
frescoist, who made his theme tell as a whole, as 
subject, as a thing to be seen and studied, and felt 
no inclination towards a refined analysis of the 
parts, insistence on which would have marred his 
general effect ! 



§ ITS. Attitude of the Florentines towards tbe 
new Medium. 
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The attitude of some of the representatives of 
the old school to those of the new, during the 
sixteenth century, proves that this consideration 
was present to men's thoughts. When Michel- 
angelo was preparing to paint the Last Judgment 
in the Sistine Chapel at Rome, his friend Sebastian 
del Piombo the Venetian, an old pupil of Giorgione, 
advised him to work in oil, and the wall was 
accordingly prepaTcA tw this medium. The . 
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Florentine would not, however, touch the work, 
and had the intonaco changed to one suitable for 
fresco, grimly remarking that ' to colour in oil was 
an art for women or for such easy-going indolent 
' people as Fra Bastiano." Remarks of the same 
' tenor may very well have fallen from the master's 
lips on other occasions, and Vasari, his dutiful 
follower, may have had them in his mind when he 
compares practice in fresco with that in oil in the 
Introduction to his Lives. The oil medium he 
praises because it ' kindles the colours,' and at the 
same time admits of a softer blending of the pig- 
ments, whence ' in a word artists can give by this 
method the most charming grace and vivacity and 
force to their figures, so that they seem to be in 
L relief upon the panel,"* but of fresco he says, 'of 
[ all the other ways in which painters work, wall- 
1 painting is the finest and most masterly, since it 
consists in doing upon a single day that which in 
. other methods may be accomplished in several by 
I going over again what has been done. . . . There 
I are many of our craft who do well enough in other 
■ kinds of work, as for example in oil or tempera, 
ttbut fail in this, for this is in truth the most manly, 
I'the safest and most solid of all ways of painting.'^ 
Jn these remarks it is pretty clear that Vasari had 
1 his mind the practice of the Flemings, and of 
^ose Italians who were wont to use oils in the 
tame precise spirit as the tempera painters. The 
TIemings, whose work was well enough known at 
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Florence, through the commercial relations of that 
city with the Netherlands, delighted in oil-paint- 
ing mainly for the opportunity it gave for detail 
It was a process admitting of leisurely and repeated 
applications of the brush, resulting in extreme 
minuteness of execution and a gem-like brilliance 
of surface, that was specially effective when it 
represented rich stuffs or gilded and jewelled 
accessories of dress and furniture. In painting 
which aimed at these effects there was, as we can 
readily believe, something that seemed to the 
Florentine frescoists very petty and niggling, and 
that contrasted very poorly with their own broad 
and simple treatment of large wall spaces. Had 
Vasari, however, not taken his idea of oil practice 
from the Flemings, but turned his mind in the 
direction of Venice or of Parma, he would have at 
once remembered that oil-painting in the hands of 
a Titian, a Veronese, or an Allegri, might possess 
all the qualities of breadth and freedom attainable 
in fresco, with the addition of others which en- 
larged immensely the scope of the art. The oil- 
painting of a Tintoretto when displayed on the 
eighteen hundred square feet of canvas of the 
Paradise was not an art for women, and the 
prodigious ease and rapidity with which his stormy 
pencil swept over the walls of the Scuola di San 
Rocco conveys a different impression from that of 
a piece of Flemish texture-painting. It is clear 
that Vasari does less than justice to the new 
medium, but at the same time the remarks of the 
accomplished frescoist are of value as emphasising 
that difference bev^jjeen C»\4 w\<l New aims ia^ 
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painting, to which is due so much of the interest 
of this important epoch of transition. 

S 179. The Technique of Oil-Painting. 
Examining now the practice of the greatest 
masters in oils, what is it that we find ? We see 
a medium of very extensive range giving oppor- 
tunity for many different effects. The pigments -*v 

generally used of a certain consistency, and are 
lightened by being mixed with more or less of the 
dense substance, white lead. Spread as a paste 
of a sensible thickness on the surface of the panel 
or canvas, the impasto, as it is called, can be made 
to assume various textures, smooth or granulated. 
At will, and may exhibit the actual direction and 
relative fulness of the very brush strokes, loaded 
or slightly charged with pigment. It is possible 
so to direct these strokes in relation to the form 
they indicate, that the eye in following them 
ves the impression of a contour, and by 
loading ' portions of the form that come pro- 
minently forward to the light, a certain material 
relief can be obtained ; while further, where 
desired, the brush work can reproduce the actual 
texture of objects, such as smooth flesh or wiry 
liair, the fell of beasts, or pile of velvets, the sharp 
cut angles of jewels and the like — the pigment 
being used in this case somewhat as the modeller's 
clay or wax. Shadowed portions which retire can 
on the other hand be kept very flat, so that their 
texture does not strike the eye and come unduly 
forward. 

In handling various pigments a difficulty U Ti\&t 
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with, from which, as is so often the case in artii 
practice, there is ingeniously drawn a fresh resom 
Some colours, notably vegetable dyes, sometimes^ 
the most brilliant of all, are very deficient in 
' body,' that is are thin and transparent and cannot 
be modelled in this manner. This thinness and 
transparency become however an advant^e. by 
the use of the pigments as a transparent 'glaze' 
over previously laid impaste which has been 
allowed to dry. This impaste may be modelled 
up in white, or in white mingled with any desired 
tint, and the transparent glaze employed only to 
give colour. Effects of great brilliancy can thus 
be obtained, for the irapasto underneath may be 
modelled according to any of the devices just 
indicated, and may be of a colour chosen to work 
in relation with the superimposed glaze. After 
the glaze is floated over the surface a touch of the 
thumb where the impasto is prominent and lights 
are required, will so far thin it as to let the under- 
lying colour show through and blend with the 
deeper tint of the glaze in the shadows. Thus in 
the noble Veronese in the London National Gallery, 
called the Consecration of St Nicholas, the kneel- 
ing figure of the Saint is robed in green with 
sleeves of golden orange. This latter colour is 
evidently carried through as under- pain ting over 
the whole draped portions of the figure, the green 
being then floated over and so manipulated that 
the golden tint shows through in parts and give^H 

I the high lights on the folds. ^^M 

Transparent glazes can be employed with e^H 
treme subUety as a ?vti\*J\w^ i^tocess in delicat^| 
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passages of flesh painting, and convey very per- 
fectly certain effects of nature. It is of course 
untrue to speak of a shadow as being ' cast upon ' 
I surface, for shadow is mereJy a negative quality 
and signifies comparative absence of light, but the 
Use of a transparent rubbing of grey over pearly 
flesh, as in Correggio's work, conveys exactly the 
impression of a shade superimposed on the skin, 
^hich retains its potential brightness below. 

S 180. The practice of Coneggio and the Venetiaaa ; 

No painters have made more use of glazing as 

finishing process than the great Venetians and 
Correggio. It is somewhat remarkable that the 
'practice of these supreme colourists was by no 
> such as we should have anticipated. So 
lipe and glowing are Venetian flesh tints, that we 
should rather have expected an under-painting in 
the warmest and richest tints of the palette, com- 
pleted with veiling touches of thin cool pigment 
which should actually reproduce the natural rela- 
tion of skin to flesh. As a fact however, both the 
Venetians and Correggio prepared for flesh with 
cool pigment, sometimes modelling up the forms 

monochrome before application of the colouring, 
which often depended for its final effect to a great 
extent upon glazes. 

Sir Charles Eastlake remarks that Correggio 
began his flesh colour on a comparatively colour- 
Jess, and sometimes even cold scale, as compared 
with the glow of his finished works,'^ while Vene- 
tian practice is well enough illustrated on the 

Matiritthfor a Hislory of Oii-Painlins, U. p. I'j^. 
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sufficiently numerous unfinished canvases of th( 
prolific but sometimes over-hasty artists. Such 
canvas was in the collection of Mr. Ruskin, 
forms outlined and boldly laid in with little more 
than black and red, the characteristic Venetian 
ripeness and juiciness being at that stage 
spicuously absent. 

We are fortunate in possessing a tedmi 
description of Titian's method of work during 
later period of his life, which is doubly valuable 
as coming from a practical painter and pupil of 
the master — Palma Giovine, What is described 
is Veccellio's method of painting-io very solidly, 
and then finishing with delicate glazes, Palma 
told our informant' that he was wont to lay in his 
pictures with a great mass of pigment, which 
served as a species of bed or foundation for all 
that he was going to express in the upper painting. 
■ I remember,' he said, ' seeing his resolute strokes 
with brushes heavily charged with colour ; some- 
times he would use a dash of red earth, so to say, 
for middle tint ; and at other times with a brushful 
of white and the same pencil filled with red with 
black and with yellow, he would model up the 
relief of a prominent form, with such science that 
in four strokes of the brush he would give the 
promise of a beautiful figure.' These ' precious 
foundations ' being thus laid in, would be turned 
with their face to the wall, and left there often for 

' Boschini. The description occurs in that wiiter's treatise I4 
rUche Minitre delta Piilura Veniziana, znd ed., Veneda, l&74> 
^ 16, There ia a partial translation of it in Crowe and C«»»l- 

Belle's Life of Titian, IxA -A. \/it\&otv, \^\, \. ^. 418. ■ 



THE PRACTICE OF REUBENS 399 

some months without his ever looking at them. 
They would then be brought out one by one and 
subjected to the most rigorous scrutiny, ' as if they 
were the face of his most mortal enemy.' Where 
any defect or redundancy appeared, he would deal 
with the case like a skilful surgeon — pruning away 
excrescences, re-setting an arm, twisting a foot 
round into its proper place, regardless of pain to 
the patient. This would then be put aside to dry 
and another canvas would pass under the knife, 
till ' little by little he would have covered with 
real living flesh, these first brief abstracts of his 
intention." When it came to 'delicate flavourings' 
in the shape of re-touches, he would go over the 
work, here with a dab of the thumb in the high 
lights (which he would thus model ofT into the 
half-tints), and there with a simple streak of the 
finger that dashed a spot of dark into some corner 
to heighten the effect, or else some blood-drop of 
.crimson to vivify a surface. ' In this way he would 
go on and on, bringing up gradually to perfection 
life-like figures . . . and in the finishing pro- 
Cess he really painted more with the finger than 
with the brush.' 

§ ISl. and of Bnbens and t^e FlemiBb School. 
This superimposing of transparent on solid 
painting may equally well be reversed, and the 
fcll-bodied pigment mixed with white may be 
struck into a previously laid transparent tint. 
The practice of painting into a wet glaze or rub- 
bing was especially characteristic of the Flemings, 
with Rubens at their head, and was also (oVio'we.A. 
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by Frans Hals, who was bom and brought up in 
Flanders though he set up his studio at Haariem. 
Of the technique of Rubens, Decamps has pre- 
served the tradition, which is fully home out by an 
examination of his works. He began with rub- 
bings of a deep, rich, transparent tint which served 
with certain modifications for the shadows, the 
lights being painted into the preparation while still 
wet. ' It seems,' wrote Decamps, ' that in the 
pictures of Rubens the portions that are turned ■ 
from the light are never charged with pigment : i| | 
was one of the criticisms of his enemies to make 
out that his pictures were not painted with body 
enough, and showed little more than coloured 
varnish, that would not last longer than the 
painter's own lifetime. One sees at present that 
this prediction was wholly wanting in foundation. 
At first, it is true, under the brush of Rubens every- 
thing had the appearance of a glaze, but though he 
often derived some value from the effect of the 
canvas itself, this was always entirely covered with 
colour. . . . "Commence," he would say to his 
pupils, " by lightly laying in your shadows, but 
take care to let no white get into them, for this ii 
the poison of a picture except in the lights. 
For the lights on the contrary you may load I 
pigments as much as you please ; they poss 
body, though at the same time you must take care 
to keep them pure. . . . Over the preparation you 
can pass again and add those decided touches 
which are always the distinctive marks of the g 
I masters." ' ^ 
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The characteristic advantages of this method of 

ifk are, first, breadth, and, second, speed. The 

'under tint, often a rich soft amber or brown, being 

spread equally over the canvas makes its presence 

felt throughout, although all sorts of colours and 

itextures may be painted into it. Hence the whole 

s a unity of effect that is highly pictorial. 

'urther, as the whole beauty of the work depends 

m the skill of hand by which the solid pigment is 

rtly sunk into the glaze at the shadow side, 

■hiie it comes out drier and stronger in the lights, 

id as this must be done rightly at once or not at 

l1, the process under a hand like that of Rubens 

a singularly rapid one. Exquisite are the effects 

thus gained when the under tint is allowed to peep 

through here and there, blending with the solid 

touches to produce the subtlest effects of tone and 

colour. 

The most striking illustration, however, of this 
of full-bodied colours struck into and over 
'transparent rubbings, is to be found in some of 
the work of Frans Hals. Houbraken has left on 
record the following : ' It is said that he had the 
'.custom of laying in his portraits with oily and 
iftly blending colours (zyn Pourtretten vet, en 
zachtsmeltende aan te leggen) and then after- 
wards to put in the brush -strokes, saying, " Now 
we must have the handwriting of the master into 
it."'^ Such 'handwriting,' virile, distinct, we read 
in characteristic pieces of his work, nowhere more 
clearly than in the picture called Junker Ramp 
and his Sweetheart, exhibited in Paris in iSS^. 
' GroBtt Sihouburgh, etc., 's GnvenHage, ITS'!, i- ■?■ 'i'i- 
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Here the heads are painted in with thin glazy 
colours and much mediun:i in simple warm flesh 
tints of low tone, while the opaque pigments — 
greys, yellow flesh-lights, cherry reds — are struck 
in with firm touches that can be counted, while the 
original liquid tints, showing through them the 
texture of the canvas, are in places left entirely 
untouched. 

g 182. The place of Technique in Hodem Faintiiig. 

In their use of these various methods of oil- 
painting, the great masters as a rule exhibit a 
reserve and a sober tact not always maintained by 
their modern followers. For example, the practice 
of painting into a wet rubbing may secure a rich 
and harmonious effect, but it may also lead an 
inferior practitioner into monotony and unctuous- 
ness. The warm glazes of the Venetians, a little 
' too thickly and widely spread, will suffuse the 

I whole piece with the spurious sunshine delighted 

I in by second-rate colourists. Then again, there 

are certain specious devices of modelling impasto 
] so as to bring high lights into actual relief or to 

I imitate the textures of natural objects, that we 

learn from ancient practice to distrust. It follows 
of course from the nature of oil pigments that 
lighter passages, involving a free use of white, arc 
painted with the most body, while shadows can 
I be indicated with considerable depth as well as 

^^transparency by the mere rubbing which some- 
^^HjEines satisfied Frans Hals. Hence the light parts 
^^^BosLy stand out in thick impasto beyond the rest, 
^^' and the highest \v?^t leui \.o \ieiii^ae. ^ ijcoiecting 
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dot of pigment. The great masters accept these 
mechanical consequences of the medium they 
employ, but so far from emphasising them they 
endeavoured to minimize their working. Thus 
Rembrandt paints solidly under his shadows, 
though he may use glazes as a finish. It was 
of course discerned by these essentially sound 
practitioners that the projecting high light, while 
it may seem to give a certain brilliancy for the 
moment, really defeats its oivn object, for in side 
or top illumination it will cast an actual shadow 
:s neighbourhood just where shadow is not 
needed, and in the course of time may attract so 
much dust as to tell out rather as a spot of black. 

The case is the same with the imitation of relief 
efTects. This is at times carried pretty far by 
masters of great research in their practice, such as 
Rembrandt and Reynold.';, who will work into a 
plastic mass of white pigment with the handle of 
the paint-brush till a sort of relief design is 
formed, the colouring being adjusted by glazes, 
a rule however, this dangerous approach to a 
confusion between graphic and plastic delineation 
is avoided, and the principles of the painter's art, 
which presuppose a flat surface, are frankly main- 
tained. 

It is indeed just as much a mistake to attempt 
to present pla.stic effects in painting as to 
imitate the distinctive features of painting in 
sculpture. Painting represents form by a conven- 
tion, and it does best when it abides within the 
boundaries of that convention, and cheats the 
:e by its own painted light-and-^ViaAe, tii:i\.\(^ 
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light -and -shade from without, which must 
with accidents of local illumination. It 
always held at the Renaissance to be one of th< 
glories of painting that it had its own Hght-and- 
shade in itself. A similar criticism applies to 
texture- pain ting. If the masterpieces of still-life 
painting left by the Dutch be examined, it will 
be seen that the differing surfaces of stuffs and 
metal and glass, of smooth -rinded apples and 
gnarled lemons, are all most justly rendered, but 
with very little aid from plastic reproduction of 
textures ; that is to say, the way of painting will 
show a certain variation in accordance with the 
textures to be represented, though this will never 
be carried to the extent of actual reproduction of 
the surfaces. Correggio and the Venetians did 
not prepare for flesh as they prepared for drapery 
and backgrounds, and they always show within 
due limits that they are mindful not only of the 
differing textures of flesh and stuffs, but of the 
varying ' feel ' of the latter among themselves. 
In all these matters the moderation of the really 
great painters contrasts with the fevered efforts 
after what is striking and brilliant in practice, t( 
much favoured in modern times. 

The truth is that the salvation of the painter 
oils does not depend on the size or shape of 
brush-strokes and their distance apart, nor on any 
mixture and manipulation of pigment. Let it not 
be forgotten that, while some great masters are 

Lvaried and searching in their technical procedure, 
;rs, in every way their compeers, are perfectly 

Bafmple and sttaig^YvXforflaxd. Titian and Rubei 
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as we have just noted, play off one set of effects 
against another, and the former especially elabo- 
rates with successive coatings till his fastidious 
taste is satisfied. But by their side stands 
Velasquez — iimpidly clear in execution and direct 
in process, achieving his aim by his unrivalled 
lightness of hand, and satisfied with the simplest 
equipment,^ If Rembrandt labour in his tech- 
nique, the genre painters of his country are so 
.unassuming, that Fromentin confesses that no one 
■knows how they portioned out their operations, 
whether they painted on grounds light or dark, 
and coloured in the substance of the impasto or 
on the top of it." Reynolds, whose experimental 
vein exhausted itself in technical devices and in 
media, was matched at almost every point by one 
of the directest of workers^Gainsborough. 

It is not the process, indeed, that matters, but 
the result — and this result, arrived at sometimes 
after much searching and labour, sometimes at 
once by happy accident, will always depend upon 
a most exquisite nicety of handling, by which, 
amidst a piay of varying tints and tones, the Too- 
much is always by a hair's- breadth avoided, and 
the whole subdued to the most perfect harmony. 
No better example of such harmony can be found 
lan the head of Philip IV by Velasquez in the 

'M. Paul Lefort [Velasgua, Paris, lgS8, p. 140] states that 
bres and red ajid brown earths form the .staple ingredients of the 
aster's palette, while he is disposed to believe that Velasquei 
rdly made any use of lakes, i.e. of the rich glazing tinls so beloved 
tf the Venetians. 
'Les Mailres ifaiilriifois, p. 1S5, 
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National Gallery, one of the finest examples of 
oil-painting easily accessible to the British student 
(Plate XVI), Though one of the later works 0: 
the master, it is constructed out of a careful"^^ 
wrought and smooth impaste, without a 
bravura strokes, such as those which model 
the rugged features of the Esop at Madi 
The lights are nowhere loaded. The hair 
painted not modelled, the jewels on the dn 
easily touched-in without reiief-effect or juggHi 
The wonder of the thing is the infinite varic 
over a surface so simply treated. The face is 
such broad even light that one has to adopt sol 
device which brings it freshly into the field 
vision — as by turning the head down or lool 
at it through the hand — in order to see how fii 
is the modelling, and when this is done it con 
out with the plastic fulness of a stereosco] 
picture. The flesh tints are simple enough — r 
umber, red earth, vermilion, a touch of cobs 
with yellow and white? Yet take almost a 
square inch of surface on the face — say the up| 
lip with its moustache — and note the effect of ea 
one of the free brush-strokes which drew the p 
umber hair over the warm rubbing on the fle; 
or in the cold lack-lustre blue eye, measure i 
apparent ease of the touches against their fii 
incisive clearness. Everything is there — foi 
expression, in a word, t&e /y^— but it has 
grown into perfection on the canvas so quietl 
so smoothly — as if Velasquez had indeed, in 
phrase of Raphael Mengs, painted with the 
onl)- and not wltYv tt\e Via.'o.d I 
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■ Faire vivre, voila la grande difficulie de la 
peinture et son but'! exclaims the apostle of the 
modem in the painting of our time.^ ' Faire 
vivre ' ; yes, here is the artist brought face to face 
with the realities of his craft, to despair of all 
trickery, and to learn from Velasquez that after 
all it is by his relation to nature, not his sleight 
of hand or taste in contrasted tints, that he may 
hope to rise to the companionship of the great of 
old ! A mastery over these technical methods of 
oil-painting is of course a necessary part of his 
equipment, for it is only through this that he can 
compass that artistic rendering of nature spoken 
of in I 88 as 'the Essence of the Painter's Art,' 
and reveal that Beauty and Significance in the 
outward show of things, which only the painter's 
eye can discern and only his hand interpret. It 
is a great mistake to suppose that technique is 
something external — something that can be put 
on or off, as if distinct from other qualities dis- 
played in art. On the contrary, in painting it 
should be so essential a part of the work, that we 
should feel doubtful if the subject could be ex- 
pressed in any other way than by the particular 
brush-strokes actually employed. Yet this tech- 
nique must be the painter's servant and not his 
master. Its work is to ' make the subject live,' 
and this can only be done through that intellectual 
and moral sympathy by which the artist lives 
again in his own imagination the life of things. 
Fine painting is not Nature alone nor merely Art; , 
I 'tpit rather a mystic marriage of both that is COMH 
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^' This relation of technique to the representatJ' 

part of painting is typical of the relation of 
{ in general to human life. In art the human 
spirit creates a world of its own, in the making 
and the use of which it moves self-determined 
and in freedom ; but, as was shown in an early 
chapter (g§ 4 ff.), this self-determination is not 
mere wilfulness, nor is this freedom divorced from 
a rational aim and control. If therefore 
/technical handling of -a great painter, as 
' expression of his own individuality, is like 
' artistic activity seif-determined and free, it 
, at the same time conditioned, like art in general, 
^y the facts of the real world. The relations 
between art in its various forms and objective 
truths and utilities have been illustrated in the 
foregoing discussions, and it remains only 
add a concluding word. 

I ' Gottfried Semper, in a note to his work 
Sfy/e, has summarized these relations in a strikinj 
figure. Rejecting all easy and logical theories 
that would reduce art to the handmaid of nature 
or of utility, he adopts the bold comparison of 
art to a masked play, a nightly revel, the fii 
condition of which is detachment from 
ordinary business of existence — ' the smoke 
the carnival-taper is the true atmosphere of art '! 
Art is the mask, the performance, the mii 
show, behind which are hidden the truths 
nature and o? \vuma.u We.. TV^sfc Xv^Jtis, ao 
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not ignored in the representation but they are 
beautified, transfigured, and in Semper^s phrase, 
annulled; for 'the annulling of reality, of the 
vinterial, is essential wherever it is intended 
that the form shall stand forth as the pregnant 
symbol, the independent creation of the human 
spirit.' In this creation art is free, and acknow- 
ledges beauty as her own first law of truth ; 
while she is not thereby emancipated from all 
relation to the substantia! verities which lie 
behind the representation. In the freedom of 
art lies hid a deep respect for law. Her struc- 
tures are based upon the rock, her widest flights 
are upon reason's wing. And so to finish in the 
words of Semper, ' it boots little to wear a mask 
where behind the mask things are not right, or 
where the mask is useless. Before the material 
(of which we cannot get rid) can, \x\ the sense in 
which we are speaking, be annulled in the artistu 
representation, it is necessary first above all things 
that it should be completely mastered. Only 
perfect technical finish, well -understood and correct 
handling of the material according to its qualities, 
and, above all, a constant reference to these last 
in the process of giving the artistic form, can 
make the material forgotten, can emancipate from 
it entirely the artistic representation, can in a 
word elevate a simple study of nature to the rank 
of a lofty work of art.' ' 
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Cennino Cennini. quoted, t2f 

130, 142 f. 
Centaurs, S4 ; on Partheao 

Metopes, 349, 364. 
Chain, the, ao ancient Grec^ 

dance, 67 f. 
Chartres Cathedral, sculptnc^ 

Christy and Lartet, referred n 

25, 29. 
Church, Prof., quoted, 142. 
Cicero, quoted, 331. 
Circle. 255. 
' Circumlitio, ' 176 f. 
Claude of Lorraine, 238, 24C 

3S8. 
Clay, as building material, 2SS 

as material for sculpture, 35j 
Clearness in composidon, 253 fi 
CoUeoni, statue of at Venicfe 

33S. ^ 

Colonnade, in ancient architec 

ture, 316. 
Colossus of Rhodes, 333. 
Colour, as element of aichitec 

tural effect, 161 f., 281; • 

element of etfect in sculptui^ 

170 f. ; and in painting, 196I 
Colours, ' warm and ' coldi 



culptur, 



s, 154. 239. aS3 '■; 

263 ; in monumenUl 
r 337. ^ 

quoled, 3&4, 386. ^H 
n, dependent Ml^H 

283. ]H 

sculpture, 169; of^H 
», 217- '^1 



Constable, quoled, 3&4, 386. 
Construction, dependent 

materia!, 283. 
Contour, in sculpture, 169 
\ Cn^KV^i»ae, 217. 



CoQventiODiLliiation, of natural 
fonns, 43. 

Cornice, its value. 303 f. ; Egyp- 
tian, 304 ; Greek, 313: Gothic, 
321- 

COTOC, IE4, 197, 232. 23S. 

Corpus Christi, festival of, Iizf. 
Correggio, 184, 187, 196 f., 378, 

381 f-, 397. 404- 
Corrobom, Australian dance, 

26, 66. 
Ccomlech, S3. 
Crowe and (^valcaselle, referred 

to, 136, 398. 
Cuivea, their xsthetic value, 

a 14, 354 f. 

Dance, the, at present a mere 
survival, s ; its social value in 
early times, 9 ; a primitive 
form of ait, 3$ ; the art of the 
inodem savage, 26 f. , 66 ; its 
beginnings, 27, 37 ; Greek, 
68 f, ; ieoKgie Plaiiii, 69 ; in 
medieval Florence, 118. 

Dancer, the ideal in Lucian, 69. 

Dante, quoted, 114, ajS. 

Darwin, on esthetic sense in 
animals, 19, 46. 

David, by Michelangelo, 178, 
333- 

Decamps, quoted, 400. 

Decoration, how it becomes 
rtistic,63! colouringin, 196. 

Decorative arts, not dealt with, 
"3. 47- 

' Decorative,' modern applica- 
tion of the word to cabinet 
picture?, 231 f. 

Delia Valle, quoted, 109. 

Delphi, gg. 

Demeter from Cnidus, in British 
Museum, 349. 

Denknidler d. i-l. Allerlhunn, 
referred to, 177. 

E>evelopment, the term not 
applicable lo art, 5. 

Dieulafoy, referred to, 308. 

Dion Chrysostom, quoted, 91. 

Dionysiac revels, Greek, 76 f. 
Discobolus by Myron, z6l, 361. 



EX 413 

Distance, its representation in 

the graphic art, igS, 374 f. 
Dolmen, 53, 300 f. 
Dome, its contour, 1 5S ; as an 

eittetnal feature, 291. 
Donatello, 334, 365 f. 
Doric style, 311. 
Dratna, origin of, 63 ; the Attic, 

73 f. ; presents itself as a 

unity, 153- 
Drapery, in Greek sculpture, 

342 f , 347 f. ; on Parthenon 

marbles, 348. 
Drip-moulding, 321. 
' Drops,' 313. 

Du (.leuiiou, referred to, 53. 
Ducal I'niace, at Venice, 159. 
DUrer, Albtecht, 202, 235, 338. 
Durm, Prof., referred to, 250. 

Eastkke, Sir C., quoted, 164, 

197, '99. 363. 397- 
Echinus, 3ia. 

' ERecI,' m landscape, 3S6. 
E^-sbape, 255. 
E^tian statues, 325 f. 
Eiffel Tower, 23z. 
Ellipse, 255. 

English medieval Jiculpture, 353. 
Engraving, early history of 5ie 

Entasis, of Doric shaft, 15S. 31 1. 
Etching, 203, 309. 
Evolution, the term not appli- 
cable lo art, 5 f. 

Fagade, Doric, 302. 310 f. 

Falconet, quoted, 369. 

Famese Bull, 352. 

'Fates,' from the Parthenon, 
348. 3S1- 

Fergusson, Tames, quoted, zzo. 
2E4- 

' Festaiooli,' at Florence, 105. 

'Feste,' Italian, too. 

Festival, the, its importance for 
an, 48 f., 65; of San Gio- 
vanni at Florence, 119 f. 

Figure, human, treatment of by 
the Greeks, 5j\it. 

Flteriiuo\a, rjacrtei, I'v^. 



414 ^^^1 


Flagslafls, befoie Ihe Egyptian 


'Golden secIioD.' 256. ^M 


Goro Datl, quoted, Iig t. ^M 


Flaxnum, 1S9. 


Gothic aichitecCore, 237, 292 t, ^H 


FtoienODes, their versatiiily, 


319. 332. ^1 


t04 ; th^ ojtUtic chuacter. 


Gothic sculptore, French, 353. ^H 


115. 


Goczoli, Benooo, 107. ^H 


nuting, 311. 


Graphic an. SteFidaiing. H 




Giazzini, quoted, 116 f. ^H 


Form in ait, impailaace of, 11, 


Greeks, special qualities in Ibdr ^^ 


41. 


work. Si ; their supremacy m 


Poiiti, solid, as represented in 


sculpture, 327 ; iheii sense of 


the graphic ait, 19a. 


form and teiture, 249 f. 


Forlh Bndge, 222. 


Groos, Prof., on Play, referrod 


Fortress, ils iEsthelic character. 


10. 13. 15, ai; quoted, 41. 


5'- 

Freedom of art, doctrine 0^ 8 1 , 


Grosse, Pro£, on the Bt^nniivi 
of Art. referred to, 7. 9, 28. 


34. 39- 


66, 212; quoted, S, 22, 30, 


Freeman, Edward, quoted. 


40>4S. 


223. 




French iSth cenCnry decoration. 


quoted. 108. 


25'- 


TB^cmHfflii. 73. 


Fresco- painting, [he character- 


Guyau, (Quoted, 18. 


islic Florentine art. 1 27 ; its 


Gymnastic dances, 26. 






37* ; Vasari on. 393. 


Hair, as treated by the Greela, 

349 f. 


Frescoisi, of the IJth cenliiry, 


laSf. 


Hals, Frans, 185. 1S7. 401. 


Frieic, Doric, 313. 


Harmony, in painting, 244. 




Haucfc, Guido, quoted, 213, 
Hegel.quoted, 89, 231. 
Heflas, the theme of Greek art 

83 f. 
Heneum, at Olyrafria, 308, 3il£ 


405. 


hront, St., at P^ngueus, 281. 




■yd»«r.i, 176. 


Hermes, by Pra^dteles, 176. 333 


Gaye, quoted, 129. 


345 I- 


Gentile da Fabriano, 107. 


Hieroglyphic writing, E^ypdaa 


Geometrical deagns, 5, 


pictares in, 57. 


G^ricault, 234. 


Him, Yijo, quoted, 5, 8, 21. i;^ 


Gesture, as origin of the graphic 


37 t, 43. 209: referred O, 


art, 31 f. ; simplest mode of 


20, 34- 


_ expression, 37. 


Holbcin, his line, 189 


L GhiberL. his reliefs, 365 f. ; his 


Homer, temples in, 59. 




■ 168 f. n .- . 






Human Sgore, Ireatmeu of b 


■ Gianl fneze from Peigamon, 


the Greeks, 343 f. 


^ '7i. 358, 360. 


Hunleri, their skiU in the reprl 


^H^ \ Gilding on hronie statues, 173. 


scntation of nature, 30. 


■ Ideal,' meaning of lie word i 


H IGold-and-ivury slaww, \^^. 


l^ 





* Ilyssus,' from the Parthenon, 

249. 346. 
Imitation, why plcEsurable, 33 ; 

not in itset/ actiscic, 44, 63, 

Impressionist painting, 164 r. 

Incrustation. 162. 

Industrial arts, not dealt ulth, 

KoXXicrreia, in Greece, ^a f. 
Kant, quoted, li. 
Keene, Charles, 203 f. 
Knielit, Prof., referred to, !2. 
Kownck, de, 385. 

t^n<lsope, modem 



25, 29. 

Lcfort. Paul, quoted, 405, 

Lennardo da Vinci, 3&] f. 

'jcp^us, on Greek marble, re- 
ferred to, 333. 

Liber Sludinmm, 209. 

Light -and -shade, as elements of 
effect in architecture, 158 f. ; 
b sculpture, 170 ; in the 
graphic art, 200 f., 379!. 

line drawing, iSS f. 

Lines, as elements of effect in 
architecture, 157 f- ; i" sculp- 
ture, 169 ; in the graphic ail, 

' 1S6, 188 f. 



Lucian, quoted, 6S, 69, 73, 75, 
, 77. 78, 93- 

' Lychniica,' 333- 



Madeleinc, at Paris, colum 



-.o(. 



Mammoth, earlf repiesentadons 
of, 3G. 

Mantegna, 115. 377. 

Marble, limited :iize of blocks, 
332 ; Parian, 333, 335 ; com- 
pared wiih bronie, 339. 



EX 41s 

' Mark of the tool,' 249. 

Mbso Finlguena, 20Z. 

Mass, as element of etiecl in 

architecture, 156, 2Z0. 
Material, its importance in archi- 

iKlnre, =83. 
Matteo Giovanni, 109. 
Measure. See Rhythm, Order. 
Mengs, Raphael, quoted, 406. 
Menhir, S3- 
Metal-work, decorative, of the- 

day, 3. 
Metopes, 274, 313: from the 

Parthenon, 349, 360, 363 f. 
Meyer, Direklor J., quoted, 3S4. 
Mezzotint, 203, 2C9. 
Michelangelo, 178, 356, 378, 

392 ; quoted, 370. 
MIchelozzi, 2S6. 
Millais, Sir J. E., 184, 187.. 
Millet, J. F., quoted, 236. 
Mimetic dances, 26, 63, "3 f. 
Mimicry, why pleasurable, 58. 
Mirror-lacks, engraved, 1S9, 

Monticelli, 199. 332. 
Moore, C. H-, quoted, 297. 
Mouldings, as9. 279, 2S1. 3r4, 

3Zor. 
Museum of St. Germain, 28. 
Music, always accompam'es the 

dance, 37, 43 ; ptiinitive, 43 ; 

rhythm its fundamental prm- 

ciple, 43 ; illustration diawn 

from, 306. 

Natural symbolism in art, 2o7f,, 

223, 283 r. 
Niello work, 20T. 
Niki of Pieonios, 336, 347 j of 

Samnlhrace, 336, 347. 
Nude, the, in Greek art, 342, 

344 f- 

Oil painting, 3SS f. 
Olympia, 60. 

Order, principle of, 42, 63, 153. 
Ornament, architectural, 279, 




i'xslam, Temple at, iSi. 
Pageanis, FloreDtine, 104 f. 
Pa inter, the, his educaiton, 

186 r. 

Painting, its b^nnings, 37, fl, 
33 ; how made artistic, 63 ; 
Christian, its beginning, lozf,; 
Qf architecture, 161 f. ; of 
sculpture, 171 f . ; elemenls of 
eHect in, 179 f. ; latest to 
develop of the arts of form, 
iSo 1 Its wide range, iSo f.; 
its telation 10 the other utls 
of form, 181 ; essence of the 
art, iSi f. ; represents appear- 
ance, 1S3 f., 403; unde- 
veloped kinds at, iSS f. ; 
modem, 263 ; two heroic ages 
of the art, 337 ; has its li^t 
and shade in itself^ 404 ; its 
graHdf di£icii!U, 407. 

Palace, Pilti, 52, 3S6, 391 ; 
Papal at Avignon, 32; Ducal 
at Venice, 1 59 ; Vecehio at 
Florence, 257; Riccardi, 286, 
391 ; of Solomon, 307; Ituc- 
cellai, 318. 

Palace-fortress, 52. 

Pala»lilhic art, 6, 34, 38 f. ; not 
lotemistic,39f- 

Palazzo. See Palace. 

Palma Giovine, quoted, 398. 

Pantheon, the, 314, 336, 291. 

Pantomime, Greek, 75 f. 

Papyrus columns, 307. 

Parthenon, sculptured marbles 
from, 349, 34], 351 ; masonry 
of, 350: Meze of, 175, 245, 
357. 359 ; metopes from, 36c, 
362 f. 

Passion Playat Obei-Ammeigau, 



Pausanias, quoted, 8a ; referred 

to, 126, 309. 
Pentelic marble, 161. 

tPergamon, reliefs from, 175, 358, 
36c 
Perrens, quoted, iiS, 



Perspective, 191 f. ; linear, 191 ti 
374 f.; aerial, 195, 379 t 

Pheidias, 350 f. 

Philipp Prosper, portrait of, b 
Velasquez, iSj. 

PhiUip, John, 1S4, 187. 

Phcenidaos, as stone-builden, 

Picture, the, use of the word 
' decorative ' in connection 
with, 332 ; how it should b 
studied, 243. 

Piimades, 269. 

I^san sculptors, early, 367. 

IHsano, Andrea, 368. 

Pitti Palace, 53, 286, 291. 

Pius I L, quoted, 112 f. 

Plan, in building, 277 f. 

Planes, in relief-treatment, 364^ 

Planning, in architecture, 2S2, \ 

Plastic art. Sre Sculpture. 

Plato, quoted, 334. 

Plaj'. theories of it, \% l.; i 
ihstinction from art, 15, 31. 

' Play of surfece,' 24S, 

Pl»^air, his architecture 
Edinburgh, 319. 

Plntarch, quot^, 331. 

Polishing, of marble, 250 ; 
bronze, 25a. 

Polychromy. in architect dtl 



■74; 






161 f., 
171 f. 

Pompeii, frescoes a' 

161, 165. 



Poseidon, torso of, i 

thenon, 346. 
Power, impression of it in ai 

Praxiteles, 94, 176; Hennes bj 

176, 333. 345 f. 
Pre-Raffaelite theory of p^tin 
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Proportion, 42 ; sense of it on];^ 


Rude Stone Monuments, 52 f. 


possessed by man, 46 : archi- 


Ruskin, referred to, 165 ; quoted. 


tectural beauty dependent on. 


a57- 


64, 270. 


Rustication of stonework, 159. 


Provence, sculpture of, 367. 


285 r. 


'Punch,' quoted, 204. 
PyrBmi'd, F^ptian, lis sub- 


Ruysdael, 238. 


Sacchetti, referred !o, 129, 130. 


limity. 221. 


Saint Germain, Museum of. 


Pytrhic dance, 72- 


28. 




Sarcophagi from SLdon, 177, 


QueUensdriflen fur Kuml- 


Sav^es, their amamental pat- 


gtscMichlt, quoted, I2S. 


terns, s. 30 ; their art not a 




mere pastime, gf.; turn work 


Raebutn, 247, 


into pltty, 16 : devote mnch 


•Rappresentaiioni,' Florentine, 


lime to an, 25 f. ; indefadgnble 
dancers, 27. 


Rectangle, 256. 


Schelliog, refeiTed to, 18. 


Red, as a colour, 211 f. 


Schiller, Leliers on j€.sthtlu 


■RegulE,'3i3. 


Education, quoted, 16, 42 ; 


Regulanty, in composition. 


referred to, 12. 


253 f. 


' Schreckschmuck,' 34. 


Reindeer, carved on dagger-hilt, 


Schreiber, Th., quoted, 367. 


29. 


Scopas, 94. 


Relief, sculpture in, i66f.,3S6t; 


Scottish National Porhrait Gal- 


Greek and Italian, 365 f. ; 


lery, 159. 


Hellenistic, 367 ; modem. 


Sculpture, its advance in the 


371 ■ 


last decade, 3 ; its beginnings. 


Reliefs, painted, midway be- 


27, 32- 33 ; its monumental 


tween painting and sculpture. 


character, 50, 54 ; how made 


49, 167. 


artistic, 63, 326; dements ef 


Rembrandt,as painter, 1S4, 187, 


effect in, 166 £; how it should 


196, 197. 403.405; his treat- 


be studied, 242 f; the most 


ment of light and shade, 202, 
a38, 381 C; his etchings, 209. 


imitative of the arts of form. 


324 ; its periods, 327 ; its con- 


, Repose, in Greek sculpture, 3Sof. 


ventions, 329 f.; processes of. 


-Rmolda, SirJ., 197, 403. 405; 


in ancient and modem times. 




340. 356- 


2^^. 


Greek, its underlying con- 


Rheims Cathedral, 178,219,298. 


ception, 82 ; the expression 


Rhythm, 42 ; the condition of 


of a morai ideaJ, 98 ; periods 


art in music and the dance, 


of, 352- 


43 ; sense of it only possessed 


Gothic, 353, 368 ; Renais- 


by man, 46. 


sance, 352; Neo-Classic, 352; 


Riccardi Palace, 286, 291. 


Modem, 352. 


Rodin, 354. 


Inrelief, 356f.;it5conven- 


Roman architecture, 223 f, 291. 


Uons, 358f. 


Romney, 247. 


Sebastian del Piombo, 392. 


mmnd, the, in sculpture, 166, 


Sedding,J.,<iuoted,22o. 
Selene, head of her horse from 
ihe Parthenon, 249, 347, Mfl. 


Rubens, 399 f., 404. 


Ruccellai Palace, 31S. 




^^^^^^ 



c 



Semper, Gottfried, referred to, 
44, 49, 61. 323 ; quoted, 351, 
408 f. 

Shakespeare, quoted, 2zS. 



temple, 57 f. ; „ 

temples, 57 ; in Greek. 60. 
Significance, in works of atl, 

M5f. 
Son^, connected with the dance, 

25, 27; 'of the Sword,' 37. 
Spencer, IJetbett, referred to, 

13. 25' ^'3; quoted, 13, 17; 

his aesthetic theoiy, 16. 
Sphinx, Temple of, 300 f. 
Spire, ag?. 
SpoilE, used 
Square, 256. 
Stability, as clement of arehi* 

[eclural eRecl, :21. 
Slanley, II. M., quoted, 67. 
StatJiam, H. H., ArckUalure 
for Gcnaal Jicadtrs, referred 

to, I, 282. 
Statue, in early Egypt, 172; 

in early Greece, 17a. 
Sleinen, von den, referred to, j, 

3'. 33- 
Stcps, of Done temple, 157. 
Stevens, Alfred, quoted, 300, 

232r.,234, 236. 407. 
Stevenson, K. A. M., Art of 

Vclaiqtits, referred 10, 2. 
Stevenson, R. L., quoted, 37. 
' Stiacciato ' relief, 357. 
Stone, as building material, 283, 

300. 



Strength, in painting, 244. 

String-course, 313, 

S^lea, historical, of architecture, 

222, 279. 
Subject, in art, 2s8, 233 f. 
Sublimity, in architecture, 221 f. 
SymboIism,natural,inart,207f., 

«3. ^3f- 



Temenos, ^. 

Tempera, process, 141 ; 

388. 

Temple, its antiquity, 53, 58. ( 
OfE^ypt, 5Sf; placeofa 

shrine m, 57; its colourie* 

164. 
Of Greece, 59, 79, 310 

colourii^, i63f. 

Doric, 273 ; Einiscan, 3 
Temple im^c, in Greece, 
Tennyson, quoted, 228. 
Tent- sanctuary, Isrselitish, 58? 
Tena-colta, 355. 
Textile craft, the, 49, 61. 
Temure, 155 ; as elemenl ( 

architectural effccr, iggf. ; to 

relation to colour, 163; as 

element of effect in sculpture, 

1 70 ; in Ibe graphic art, 
Theoduric, lumb of, 2S4. 
' Theseus,' from the I^rlhena 

261. 346. 35 1- 
Thrust, lateral, 292. 
Timber construction, 30S f., ■ 
Tintoretto, 394, 
TirlA, modem Greek dance, ( 
Titian, 378, 380, 39S, 404. 
Tomb, the, lis onliqui' 

English, sculpture on, 
Totem -marks, 9, 39. 
' Transference," of motives, frO<__ 

one material to another, JC^jfl 
Triglyph, 274, 313. " 

'Tnonfi,' 1:4. 
Trophy, early form of persi 

adornment, 35, 35. 
Truth to nature, Z27 f. 
Turner, J, M. W., 184, S 

238. 
Types, in Gredi scutpture, 8/* 

Uccello, 375. 

Unity, necessary in the ' 

art, rs3, 240. 
Utility, as an element ii 

tenure. 51, 272 f. : its pl«i 

wvVV\e«ranlestnic- 
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Vandyke, 185, 247. 

Variety, in composition, 253 f. 

Vasari, quoted, 103, 1 10, ill, 

115, 117, 129, 132, 134, 136, 

143, 202, 334, 357, 372, 393. 
Vases, Greek, 255. 
Vault, the, 288 f. 
Velasquez, 184 f., 187, 196,405. 
Venetian painting, 394, 397, 

402, 404. 
Venus, de' Medici, 177, 260, 

335 ; of Milo, 333, 349. 
Verrocchio, 338. 
Veronese, Paolo, 396. 
Villani, referred to, iii, 118. 
VioUet-le-Duc, referred to, 157; 

quoted, 272, 297. 
Vision, act of, described, 213. 
Vitruvius, referred to, 142; 

quoted, 272. 
Volute, Ionic, 158. 
Votive images, &. 

Wall, in architecture, 291, 
Wallaschek, R., quoted, 27, 43. 
Ward, Prof. A. W., quoted, 
loi. 



Watson Gordon, Sir J., 247. 
Westminster, Roman Catholic 

Cathedral at, 244. 
Whistler, J. M*N., quoted, 206, 

233» 234, 381. 
Winckelmann, quoted, 95 f. 

Window Tracery, 296. 

Wood, its character as a material, 

309 f, 336. 
Wood-blocks, their history and 

use, 2Q2. 

Work, among primitive peoples, 

15. 

Workshop, a Florentine, 130 f. 
Wren, Sir Christopher, 165, 

281, 318. 
Wundt, Prof., quoted, 208, 209, 

210, 214, 215. 

Xenophanes, quoted, 126. 
Xenophon, quoted, 74 f. ; re- 
ferred to, 229. 
Xoanon, 172. 

Zeising, quoted, 256. 

Zeus, by Pheidias, 91, 334, 350. 

Zeuxis, 189. 
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